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Introduction 



The Music Curriculum 

The Secondary Music Curnculum Guide Resource Book is bdsed on the 
philosophy that music is an essential aspect of human existence .ind that 
music education is a central part of the total education program An mtncate 
relationship exists among the affective, cognitive and psychomotor 
development of human beings, and through music all three domain.s interact 
effectively 

Music as an aesthetic form is an expres.sion of human history that transcends 
language oamers and reflects the life styles, thoughts and aspirations of our 
cultural hentage In today's rapidly changing society the development of 
fundamental values and attitudes is paramount to human understanding 
Music education provides an opportunity to bnng art form to life to respond, 
express, perform and create 

This Music Curnculum Guide addresses itself to human growth and 
development Historical components are combined with the technological 
advances of today's scxiety m) that students become musically literate, 
technically competent and aesthetically responsive 

hhicatwn in nniuc is fnosf sonert-iyn. because more than anythiiiij 
else rhn.tht» and /icirfnony (md their u'ay info the secret places <>/ 
the soil/ 



Using the Guide 



Plat< 



The Seconcidry Music Curnculum Guide Ri'sf^urce Boc^k outlines the items 
the Ministry of Hducation has officially prescnbed as essential to the 
Secondary Music Program its philosophy, goals and learning outcomes The 
Guide also includes suggestions for lesson ideas and evaluation as well as 
additional resources 

Music teachers in many Bntish Columbia secondary sch<x)ls do not have 
colleagues close bv for consultation Therefore, it is suggested that music 
teachers arrange meetings and actively seek out opportunities to meet 
together to 

• discuss the Curnculum Ciuide and resource texfs 

• discuss facilities, supplies and equipment 

• obsea'e classes of other music teachers 

• discuss inter-school exchanges of musical performing gr(»ups 

• oryani/e workshops for professional days 

• exchange ideas on possible instrumental and voc^al repertoire, rehearsal 
techniques, teaching methods, etc 

• djscus> evaluation pr<Kedures 



Developing Music Programs 



Tht' Guide IS di'signed to provide flcMbilitv' in organising and dewlopmg 
district and or schoo\ music pri>grams This i> nocessary bccauv.' of the 
vanations in numbers of students taking music courses, diffenng school 
facilities and varying community, school and student needs 

Learning outcomes and related content are outlined for the major areas of 
music Band. Choral Music. Stnngs and Music Composition Music educator:: 
must organise the content in each area to define the depth and breadth to 
uhich each learning outcome should be achieved at any one grade The 
learning outcomes are identified in terms of student expectations at the end 
of Grade 12 Thus, students should have facility in each learning outcome by 
the end of music courses taken in Grade 12 

In developing music programs students may be grouped m manv ways The 
particular type of grouping will depend on student numbers, si/e and type of 
facilities and the particular musical emphasis In order to recognize and 
provide assistance to this vanety. additional learning outcomes and suggested 
lesst)n ideas are included where appropriate For example, learning 
outcomes and content are outlined for ]az/. ensemble as well as band 

The musical expertise and capabilities of students entering any one grade 
vary extensively This vanation creates difficulties for the music teacher in 
teaching to a student's needs To assist the teacher m overcoming these 
difficulties each course area is divided into levels The terms used to identify 
each level are Introductory. Intermediate and Senior In deciding the levels 
to be used for each student, teachers may find it useful to evaluate students 
at the start of the year This could, for example, be done by holding 
individual auditions 

It IS recommended that music students be grouped according to their musical 
expenences Thus, for example. Choral Music students with music 
expenences beyond the introductory level could be grouped and taught at 
the intermediate level 

To assist teachers in implementing the levels in their classes sample outlines 
and related sample units are included for each level 

The number of units contained in any one outline does not indicate th** total 
number that may be used in a course but rather suggests one way in w' • 
they may be outlined 

Moreover, a single unit should not be interpreted as comprising one class 
pen<Kl In other words, it is not expected that each class require the 
amount of time per unit because specific class needs vary significantly it is 
important to recogni/e that all outlines are examples of what can be 
developed, thus the use of the word 'SAMPLH * 



The Core Curriculum 

The Ministrv behoves that the content outlined in thi!> program provider the 
teacher with the opportunitv' to extend and reinforce manv of the learning 
outcomes in the Guide to the Core Cumculurv, 1977 

Furrher clanfication of the Ministry s pc^sition relative to Music, as a part of 
the Fine Arts curnculum area, can be found m Schools Department Circular 
No 18-197^MU.27iSeep 218) 

Prerequhites 

There are no prerequisites for music courses prior to Grade 1 1 However, it 
is anticipated that students uill coinplete an appropnate Grade i 1 course 
pnor to enrolling m a Grade 12 course 

Prescribed and Authorized Texts 

A list of prescnbed and authorized texts is found in the Textbook List 
publishi>d annuallv by the Ministry of Education If unavailable within the 
school, copies of this publication may be obtained from The Ministry of 
Education. Publications Services Branch. 878 Viewfield Road Victona 
Bntish Columbia V^>A 4V 1 

Allowance 

A shareable allowance on a - (MKe only" basis is available to secondary 
sch(K>ls beginntng a band program Sch(K)l Board officials should have 
informatKMi about this allowance If required, additional information may be 
obtained from The Ministry of Education, Facilities Services Branch, 835 
Humboldt Street. Victona. Bntish Columbia V8V 2M4 

Equipment and Supplies 

The Ministry of Education, is presently examining the whole question of 
equipment with respect t( he revised program in the Provincial curnculum 
Music Education is one of the specific areas under discussion 
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The Secondary Music Program 

MUSIC 8 COURSE 

This course is di?signfd to allovc studt-nts to study in oru* or moro of tho 
specialized areas of music Teachers should select appropriate content to 
teach the learning outcomes from one or more of the course areas Band. 
Choral. Stnngs Thus, a Grade H course could concentrate on one area of 
music or integrate two or three areas Where t>everal classes of Music H are to 
be taught, course content may vary to indicate different musical emphasis 

BAND 9, 10, 11, 12 COURSES 

Band courses should fcxus on teaching students skills related to vvoiKlwn;ds. 
brass and percussion instruments 

Learning outcomes and content are outlined for band and jazz ensembles 

Sample outlines and units are provided for both areas In addition some 
information is provided to assist in instructing small groups where emphasis 
may be placed on winds 

Regardless of the groupings or emphasis students may receive credit for only 
one course in Band Music in each grade Credit is to be recorded as Ba 
Ba 10. Ba ll.orBa 12 

CHORAL MUSIC 9. 10. 1 1. 12 COURSES 

Choral Music courses should focus on teaching students skills related to the 
voic^' b^r.iing outcomes and content are outlined for Choral Music and 
Vocai Jazz ens*:~ibles Sdnr»ple outlines and units are provided for both areas 
In tx'.dliion, 50t w information is provided to r^ssist in instructing small groups 
whrre emphd-i*' :s placed on madrigals 

Regardless of the grouping or emphasis, students may receive credit for only 
one course in Choral Music in each grade Cr»'<iu is to be recorded as Cho 
Cho 10. Cho 11. or Cho 12 

STRINGS 9. 10. 11. 12 COURSES 

Stnngs courses should focus on teachmg students skills rela:» d to string 

instruments Learning outcomes are outlined for Strings and Fretted 

! ' jments — Guitar SampU^ outlines and units are provided for both a^eas 

Regardless of the emphasis students may receive credit for only one course 
in Strings in each grade Credit is to be recorded as Str *^), Str 10. btr 1 1 or 
Str 12 

MUSIC COMPOSITION 11. 12 COURSES 

Music Composition courses should focus oti teaching students how to 
compose music These courses are pnmanly for students who wish to 
specialise m music and who intend to continue in a post secondary music 
program 

Learning outcomes and content are outlined for this area Sample outlines 
are included for both traditional and contemporary approaches to composing 
music 




The following chart summarizes music course nam^s, abbreviations and 
grade levels This information should be used when com; eting student 
permanent record cards 

Count Abbreviation Grade Level 

8 

9. 10, 11, 12 
9, 10. 11, 12 
9, 10, 11, 12 
11, 12 

Course Integration 

In some cases it may be desirable to *^mix and match" from various course 
areas For instance. Band Students may be joined with String students to 
form an Orchestra This approach is encouraged for those schools and/or 
distncts where appropru le numbers of students are enrolled in music 
courses In such cases the students playing band instruments would receive 
credit for a Band course while students playing^ stnnged instrument would 
rt'ceive credit for a Strings course 

Locally Developed and 
Extra Mural Course Options 

Where the school finds it desirable to offer students the opportunity to take 
more than one course in a particular course area (for example. Band) in any 
one grade the locally developed option is recommended Materials outlined 
in this Guide, Resource Book may be used as a basis for developing such a 
course if desired 

If the locally developed option is,Jor whatever reason, undesirable, it is 
recommended that schools use the Extra Mural Course Option 

Time Allotment 

It IS recommended that 100-120 hours of instructional time be allotted for 
each music course taught m order to achieve the intents of the mus;-. 
program 



Music Mu 

Band Ba 

Choral Music Cho 

Strings Str 

Music Composition Mu Co 



PERFORMANCE 



INTRODUCTORY 



INTERMEDIATE 



SENIOR 



To perform simple melodies, rhythms 
and accompaniments with good sound 
production and technical competency 

To perform more complex technical 
exercises and compositions \Mth 
secure tone and intonation 



THEORY 



HISTORY 



To pefform literature from vanous 
peno^s demonstrating technical 
competency and stylistic interpretation 



To understand and wnte basic 
notations and terminology 

To understand essential basics of 
harmony and transposition 

To understand essentia) basic pnnciples 
of orchestration and arrangement 



To identify the different penods 
in music history through listening 
and discussions 



To compare the styles, forms, 
instrumentatiori/voicing of the 
music of each era 



To understand the contribution of 
specific composers to each era 



APPRECIATION 



INTRODUCTORY 



INTERMEDIATE 



SENIOR 



To develop perceptual awareness and 

response to music 

To articulate feelings evoked by 

music 

To understand relat)f)nships between 
a culture or era and its music 
To 'ievelop aesthetic sensitivity to 
a w ide vanety of music 

T(< value the integral role of music 
ir society 

Td value the relationships of vanous 
* rt forms as expressive forms 



COMPOSITION 



To understand the form of and to 
compose cadences and musical phrases 



To create short pieces with identical 
and contrasting sections 



To create extended pieces through a 
vanety of forms 



Goals for Secondan; Music Programs 

The purpose of music in secondary education is to provide experiences 
through which students can <>nrich their lives by: 

• developmg aesthetically, intellectually and emotionally through music 

• extending and transmitting their cultural hentage and that of other cultures 
through music 

• creating music 

• understanding the relationship betU/een music and the environment 

• understanding music as a means of communication 

• developing the skills required to understand sophisticated and complex 
music 

• developing an awareness of the vocational and avocational opportunities 
available through music 

• performing music in public 



Learning Outcomes for Secondan^ 
Music Progranns 

By the end of Grade 12 the student should have attained the learning 
outcomes listed below The cultural outcomes relate to music appreciation 
while the technical outcomes relate to practical and theoretical knowledge 

Cultural 

The student should. 

• develop an appreciation for musical styles and cultures 

• contribute to the community's musical life 

• recognize and appreciate natural and man-made sounds in the 
environment 

• appreciate Canadian music and be able to discuss the contributions of 
various Canadian artists and composers 

Technical 

The student should 

• acquire basic listening skills including analysis and evaluation 

• develop reading, writing and transcnbing skills 

• be able to perform in ensembles 

• be able to perform music demonstrating mastery of relevant technical and 
interpretive skills 

• be able to perform with confidence and poise 

• be able to identify the common elements in music in various contexts 

• know and be able to use musical terms 



• develop sight reading and ear training skills 

• develop the skills necessary to maintain and care for the voice or 
instrument 

• acquire conducting skills 

• understand acoustics 



Affective Development 

Music has a major role to play m the affective development of students 
Generally, affective learning occurs as a result of involvement in the cognitive 
and psychomotor aspects of a course Affective learnings generally occur 
over a much longer period of time than either cognitive or psychomotor 
learnings 

The following learning outcomes are of primary importance m all music 
courses Students should be encouraged to strive to achieve them 
Each learning outcome has several indicators to assist teachers in monitoring 
a student's growth in this area 



Learning Outcomes 

• AESTHET C DEVELOPMENT 
The student should develop 
aesthetic values 



AFFECTIVE DEVELOPMENT 
The student should develop 
positive attitudes towards self and 
others 



Indicators 

• perceptual awareness 

• aesthetic sensitivity 

• articulation of feelings evoked by 
music 

• awareness of relationships 
between art forms 

• creative ability 

• value of the integral role of music 
in society 

• self-confidence 

• positive interpersonal 
relationships 

• commitment to task 

• poise and stage presence 

• appropriate concert manners 
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-beaming Outcomes and 
Content for Band 

By the end of Band 12 the student should have facility in the following 
Learning Outcomes 



Learning Outcomes 

• TFXHNICAL COMPETHNCY 
The student should be able to 
display competency throughout 
the ranges of a band instrument 



► ARTICULATION 
The student should be able to 
demonstrate and apply 
articulation and dynamic 
techniques 



► THFX)RY 

The student should be able to 
understand the symbols and 
technical terms of music and 
display competency in their 
application 



Content 



refinement of embouchure 
accurate intonation 
md;or. minor and chromatic 
scales in varying tempi and 
articulation patterns 
aipeggiob 

breath control through 

diaphragmatic breathing (stick 

control for percussion) 

refinement of tone quality. 

including vibrato 

alternate fingerings and slide 

positions 

basic perc.aaion and keyboard 

rudiments 

mutes 



• legato, staccato and tenuto 
tonguing 

• hp flexibility 

• attack 

• release 

• accents 

• double and triple tonguing 

• dynamics 

• tempo indications 

• accidentals and enharrrx)nic tones 

• syncopation 

• phrasing 

• balance 

• simple, compound and irregular 
metres 

• modes 

• interval study in varying 
applications both vcKally and with 
the instrument 
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Learning Outcomes 

• THEORY (continued) 



Content 



• HISTORY 
The student should be able to 
listen to. analyze, interpret, 
discuss and perform works of 
representative composers 



• FORM 
The student should be able to 
interpret and analyze the structure 
of music 



• COMPOSITION 
The student should create short 
original works for voices and or 
instruments using traditional and 
contemporary composition 
techniques 



• chordal construction and balance 

• transp>osition 

• writing from dictation 

• music terminology 

• notation systems 

• ornamentation 

• Medieval 

(de la Halle, Machaut) 

• Renaissance 
(Gabrieli, Tallis) 

• Baroque 

(J S. Bach. Handel. Vivaldi) 

• Classical 

(Beethoven. Haydn, Mozart) 

• Romantic 
(Offenbach. Tchaikovsky. 
Wagner) 

• Twentieth Century 
(Hoist, Persichetti, 
Vaughan Williams) 

• statement 

• repetition 

• contrast 

• phrases 

• sentences 

• canzon 

• suite 

• prelude and fugue 

• sonata -allegro 

• chorale 

• fanfare 

• round/ canon/ rondo 

• binary/ ternary 

• theme and variations 

• free form 



• STYLE 
The student should be able to 
demonstrate, interpret and 
understand the style of band 
literature 



• concert march 

• symphony 

• musical theatre 

• film music 

• transcriptions 



Learning Outcomes 

• CONDUCTING 
The student should be able to 
understand and demonstrate 
conducting patterns in vanous 
tempi and styles 



• MAIN lENANCH 

The student should be able to 
maintain a band instrument in 
suitable playing condition and 
perform minor adjustments 

• INSTRUMENTATION 

The student should be able to 
understand and appreciate the 
voicing of instrumental 
ensembles 



• SIGHT READING 
The student should be able to 
demonstrate sight reading skills 
both vocally and instrumentally 



• EAR TRAINING 
The student should be able to 
demonstrate skills in ear training 
and aural dictation 



Content 

• simple, compound and irregular 
metres 

• basic conducting techniques 
(dynamics, cueing, etc ) 

• conducting ensemble or sectional 
rehearsals through score reading 
and styastic interpretation 

• cleaning of instruments 

• oiling of wooden bores 

• re-positioning and/or 
replacement of springs, screws, 
felts, corks, pads 

• soli/ tutti/ accompaniment in 
various consorts 

• orchestra 

• symphonic, concert or military 
band 

• wind ensemble 

• jazz ensemble 

• rhythm patterns 

• melcxiic line parts in unison and 
in harmony 

• chord progressions, cadences and 
form 

• appropriate dynamics, phrasing 
and stylistic interpretation 

• melodic and harmonic intervals 

• melodic and harmonic chords 

• rhythmic, melodic and harmonic 
dictation 

• transposition 
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Introductory Level Band — 
Sample Outline 

UNIT 1 

Purpose To emphasize an individual's responsibility througfi attendance, 
conduct and music preparation 

UNIT 2 

Purpose To introduce playing a wind instrument through demonstration 

and practical application of correct body posture and embouchure 
formation, both with and without the mouthpiece 
To introduce correct breath control 

UNIT 3 

Purpose To review Unit 1 

To introduce the correct finger placement and hand position on an 
instrument 

UNIT 4 

Purpose To introduce the proper mechanical operation of an instrument 
including cleaning and lubrication 

To introduce concert F using sustained tones 

UNIT f) 

Purpose To reinforce correct embouchure using additional sustained tones 
To introduce the basics of music reading including the basic 
principle of transposition on an instrument 

UNIT b 

Purpose To practise note names and fingenngs as they apply to the 
instrument 

To play melodies and rhythm patterns in unison (octaves) using 
notes within the ranges of one octave 

UNIT 7 

Purpose To introduce the B-flat tuning note 

To practise the B-flat major scale and arf>eggio using various 
rhythmic patterns 

UNITH 

Purpose To introduce time signatures and simple conducting patterns 
4 3 2 
4 4 4 

UNIT ^> 

Purpose To review time signatures 

To introduce the chromatic scale 
To play chromatic melodies 

UNIT 10 

Purpose To review all previously learned matenal 



Introductory Level Band — 
Sample Unit 

(Refer to Sample Outline Unit 2. p 16) 

Purpose 

To introduce playing a wind instrument through demonj^trdtion <uui practical 
application of correct body posture and embouchure formation, both with 
and without the mouthpiece 

To introduce correct breath control 

Materials 

Hand mirrors 

Set of mouthpieces for woodwind and brass instruments 

Suggested References 

Philips and Keldstein Silver Burdett Itistrunwntol Senes. Vi)lwne I SiLer 
Bualett 

Strategies 

1 The lesson could begin with an explanation and demotistration of correct 
body posture and embouchure formation 

2 Following this, explain and demonstrate correct breath control 

A Have students watch the embouchure formation carefully 

While observing actions in a hand mirror, students should form the 
embouchure without a mouthpiece 

Students could then try to blow air through the ombouchure (wo(xiwinds) 
or lip-bu^/es (brasses) 

4 Next have students compare the correct embouchure pictured in the 
method b(x)k with reflections observed in the mirror 

f) Place the mouthpiece on the student's hps (brass), or m the student's 
mouth (clannet. oboe, bassoon and saxophone) and help form an 
embouchure 

h Students should then try to repeat Step 4 without assistance 

While watching in a hand mirror, students should blow through the 
mouthpiece or lip-bu//es. trying to sustain the pitch without changing 
embouchure No tonguing should be used in the initial stages 

7 Intrcxluce the whole note and whole rest 

H Have students play an exercise using whole notes and whole rests 

17 

ERIC 



Assignment 

1 Practise correct breath control 

2 Practise forming the embouchure in front of a mirror at home Practi 
should include sustaining a pitch with and without the mouthpiece 



Intermediate Level Band — 
Sample Outline 

UNIT 1 

Purp<)^t» Ji) wv\e\K' tho correct mt^hod of brt'dthing for wind instruments 
and perform suitable pieces Uhing long phrases 

UNIT 2 

Purpose To review notation, time signatures and conducting patterns 
To review the B flat major scale 

lo practise the E flat and T major scales and related minor scales 

UNIT 3 

Purpose To introduce the enharmonic naming of notes 

To practise the G. C and D-flat major scales and the D and 
A minor scales 

UNIT 4 

Purp<:)se To introduce the basics of tuning, including matching tones and 
listening for "beats ' 

To practise and conduct studies m ^ and ^ time signatures 

UNIT f) 

Purpose To introduce construction of major triads 

T) play rhythmic patterns m tnadic harmonies using notes within a 
practical range 

UN:r^ 

Purpose To practise selected articulation (legato, staccato, tenuto) 
l"o practise dynamic techniques 

UNIT? 

Purpose To practise phrasing within a melodic contour 
To introduce homophony and polyphony 

UNITS 

Purpose To identify the form and style of concert march, overture and suite 

To play selected compositions reinforcing the above forms and 
styles 

UNIT 9 

Purpose To introduce the instrumentation of the symphonic orchestra, 
symphonic band, concert band or military band 

UNIT 10 

Purpose lo review all previously learned matenal 



Intermediate Level Band — 
Sample Unit 

(Refer to Sample Outline Unit 1. p 19) 

Purpose 

To review the correct method of breathing for wind instruments and perform 
suitable pieces using long phrases 

Materials 

Thin sheets of paper 

Suggested References 

Buehlman & Whitcomb Sessions m Sound Part 3 Heritage 
Farkas, Philip The Art of Brass Ph^nng Wind Music 

Strategies 

The use of a suitable selection such as Farkas's The Art of Brass Playing is 
recommended to demonstrate the following strategies. 

1 Begin by explaining the necessity of proper diaphragmatic breathing and 
support 

2 Ask students to try to stand with hands at side, to bend over, fill lungs to 
capacity and then hiss the air out slowly 

A Ne\t have students try placing the hands behind the head with elbows 
pointing out Ask students to inhale suddenly — exhale slowly Repeat 
NOTE Watch for signs of hyper-ventilation. 

4 Suggest that students stand and think of their lungs as balloons. Instruct 
rhem to fill up the bottom of the balloons Ask students to hold for an 
instant, think of the note they are to play, aim and then release 

5 It is suggested that students, working in pairs, open the mouth and 
throat wide Instruct students to watch each other closely while inhaling. 
Exhale 

b Next, have students take a deep breath through the mouth and then 
exhale slowly through the hps (15-20 seconds) 

7 Students could take a deep breath and blow a small stream of air against 
the palm of the hand A stream of cold air suggests inadequate support. 
A warm air stream usually means good support. To obtain a warm air 
stream, advise students to think of blowir^ on glasses when cleaning 
them. 

H Have students place a small thin sheet of paper against the middle of the 
music stand and practise blowing air through the lips towards the paper 
See how long const^iPt air pressure can be maintained 



y Ask stud*?nts to try whistling or singing Iq and have them try to sustain 
the tone as long as possible 

10 Perform suitable selections reviewing all techniques discussed 

Assignment 

1 Practise proper diaphragmatic breathing throughout the day 

2 Swim often — especially underwater 



21 



Senior Level Band — 
Sample Outline 

UNIT 1 

Purpose: To review the B-flat, D-flat and F major scales and arpeggios 
(two octaves where applicable) and related minor scales. 
To apply the following rhythm and articulation patterns to scales, 
studies and pieces; 

5 J ri ii n II 

4 f J ^ J «ni 4 0 'li 

UNIT 2 

Purpose: To review the A-flat. D-flat and C major scales, arpeggios and 
related minor scales. 

To apply the following rhythm and articulation patterns to scales, 
studies and pieces: 

3 *"^BS ^^^S^3 • II 

4 rm 0 •II 

\ rm rrn ii 



UNIT 3 

Purpose: To review the G-flat and B major scales, arpeggios and related 
minor scales. 

To apply the following rhythms and articulation patterns to scales, 
studies and pieces: 



5 J • J jTj jTj 0 d J il 

* ^3-^ ^3-^ 




UNIT 4 

Purpose: To review the E and A major scales, arpeggios and related minor 
scales 

To apply tho following rhythms and articulation patterns to scales, 
studies and pieces 




UNIT 5 

Purpose To review the D and G major scales, arpeggios and related minor 
scales 

To apply the following scale rhythms and articulation patterns to 
scales, sti'.dies and pieces. 




UNIT b 

Purpose To study and perform Medieval and Renaissance instrumental 
literature 



UNIT? 

Purpose To study and perform Baroque instrumental literature. 
UNITS 

Purpose' To study and perform Classical instrumental literature 
UNIT 9 

Purpose. To study and perform Romantic instrumental literature. 
UNIT 10 

Purpose To study and perform Twentieth Century instrumental literature 
including contemporary idioms 

To study dnd perform suitable Canadian instrumental literature. 



Senior Level Band — 
Sample Unit 

(Refer to Sample Outline Unit I p 22) 

Purpose 

To review the B-flat, D-flat and F major scales and arpeggios 
(two octaves where applicable) and related minor scales. 

To apply the following rhythm and articulation patterns to scales, studies and 
pieces 



4f 



Suggested References 

Fussell Raymond C Exercises for Ensemble DnII Belwin-Mills 
Ployhar, James D / Recommend Belwin-Mills 

Strategies 

1 The teacher could begin by explaining the necessity for proper warm-up 
(body and instrument) 

2 Check proper finger, hand, arm and embouchure positions. 

3 A discussion of position and action of the tongue, demonstrating legato 
and staccato articulation, would be beneficial to students understanding. 

4 Have students sing the first five notes of a scale using hah sustaining the 
fifth Students should note that diaphragm intensity (-. ) must increase in 
order to sustain pitch or the sound will become frail and dnp off the bell 
to the floor 

5 Play the first five notes of the scale on the instrument with tah tonguing 
moving from the voice to the instrument Suitable matenals can be found 
in Exercises for Ensemble Dn//, pp. 14-17 
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Learning Outcomes 
and Content for Band 
Empha^ng Jazz 

By the end of the BAND 12 emphasizing Jaz2. the student should have 
facility in the following Learning Outcomes. 



Learning Outcomes 

• TECHNICAL COMPETENCY 
The student should be able to 
display competency throughout 
the range of an instrument 



• ARTICULATION 
The student should be able to 
understand and apply vocal and 
instrumental articulation and 
inflection techniques 



Content 



• refinement of embouchure 

• accurate intonation 

• arpeggios 

• competency in all arpeggios 

• breath control 

• refinement of tone quality, 
including vibrato 

• alternate fingerings and slide 
positions 

• whole tone scales 

• blues scales 

• legato tonguing 

• staccato 

• tenuto 

• lip flexibility 

• attf^ck 

• accents 

• release 

• double and triple tonguing 

• interval study in varying 
applications 

• short and long fall-off or spill 

• bend 

• plop 

• doit 

• flip 

• ornamentation 

• breath accents 

• rolled eighth notes 

• cut-off 

• vibrato 

• glissando 

• smear 

• lip trill 

• flutter tonguing 
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Learning Outcomes 



Content 



• THEORY 
The student should be able to 
understand the symbols, technical 
terms of music, aural skills and 
display competency m their 
application 



• HISTORY 
The student should be able to 
listen to. analyze, interpret, 
discuss and perform works of 
representative composers and 
performers of jazz literature 



• FORM 
The student should be able to 
interpret and analyze the structure 
of music 



• STYLE 
The student should be able to 
interpret and analyze Twentieth 
Century music 



• dynamics 

• tempo indications 

• accidentals and enharmonic tones 

• syncopation 

• phrasing 

• balance 

• simple, compound and irregular 
metres 

• modes 

• chordal construction and balance 

• transposition 

• writing from dictation 

• jazz terminology 

• Count Basie 

• Ron Coltier 

• Gordon Delamont 

• Duke Ellington 

• Maynard Ferguson 

• Herbie Hancock 

• Woody Herman 

• Les Hooper 

• Quincy Jones 

• Thad Jones 

• Stan Kenton 

• Ian MacDougall 

• Henry Mancini 

• Chuck Mangione 

• Rob McConnell 

• Glenn Miller 

• Sammy Nestico 

• Phil Nimmons 

• Oscar Peterson 

• Buddy Rich 

• statement 

• repetition 

• contrast 

• phrases 

• sentences 

• blues 

• jazz 

• swing 

• Dixieland 



Learning Outcomes 



• ORCHESTRATION 
The student should be able to 
orchestrate simple compositions 
for )az2 ensembles 



• CONDUCTING 
The student should be able to 
understand and demonstrate 
conducting patterns in various 
tempi and styles 



• MAINTENANCE 

The student should be able to 
maintain an instrument in suitable 
playing condition and f)erform 
minor adjustments 

• INSTRUMENTATION 

The student should be able to 
understand and appreciate the 
voicing of instrumental 
ensembles 



Content 

• jazz rock 

• be-bop 

• cool 

• avant garde 

• fusion 

• Latin 

• voicing (unison and doubling) 

• types of mutes 

• electronic techniques 
(reverberations, synthesized 
sound, etc.) 

• improvisation 

• chord progressions and substitutions 

• chord inversions 

• passing tones 

• transposition 

• voicing combinations 

• simple, compound and irregular 
metres 

• basic conducting techniques 
(dynamics, cueing, etc ) 

• conducting ensemble rehearsals 
through score reading and stylistic 
interpretation 

• cleaning of instruments 

• oilirg of wooden bores 

• re positioning and/or replacement 
of springs, screws, felts, corks, 
pads 

• wind ensemble 

• jazz ensemble 

• combo 



• COMPOSITION 
The student should create short 
onginal works for voices and or 
instruments using traditional and 
contemporary composition 
techniques 



• round/canon 

• binary/ternary 

• ballad 

• theme and vanations 

• free form 
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Learning Outcomes 

• IMPROVISATION 

The student should be able to 
demonstrate competency and 
interpretation through solo 
performance 

• SIGHT READING 

The student should be able to 
demonstrate sight reading skills 



• EAR TRAINING 
The student should be able to 
demonstrate skills in ear training 
and aural dictation 



Content 

• improvised solos 

• scat singing 

• 32-bar chord progression using 
rhythmic variation, rests, 
sequence of patterns and 
repetition 

• rhythmic patterns 

• melodic line parts m unison and 
in harmony 

• chord progressions, cadences and 
form 

• melodic and harmonic intervals 

• melodic and harmonic chords 

• rhythmic, melodic and 
harmonic dictation 

• transposition 



Introdudory Level Jazz 
Ensemble — Sample Outline 

UNIT 1 

Purpose To develop a positive feeling towards Jazz Ensemble. 

To introduce the basic difference between instrumentation and 
playing style in Band as compared with Jazz Ensemble. 

UNIT 2 

Purpose To introduce the historical development and terminology (pyramid 
concept, flips and glissandos) for Jazz Ensemble 

UNIT 3 

Purpose To differentiate stylistic changes in jazz (blues, swing era, be-bop, 
cool and jazz-rock). 

To apply jazz tonguing to phrasing. 

UNIT 4 

Purpose To apply legato and staccato tonguing to compositions. 
To define, discuss and listen to different jazz styles. 

UNIT 5 

Purpose To introduce the major and minor triads 

To improvise on a basic 8-bar chordal sequence beginning in the 

minor and ending on a major triad. _ ^ _ 

To comi^are the regularly accented eighth notes 

in concert band literature and the irregularly accented 

eighth notes ##«#«J#«in jazz swing literature. 

NOTE. "Joshua Fit the Battle of Jericho" arranged by Gerald 
Sebesky is suggested for this unit 

UNIT 6 

Purpose To develop a vocabulary of jazz riffs 

To introduce, play and improvise blues in a 12-bar form using/. A/ 
and V chords. 

To apply articulations emphasizing heavy accent and staccato 
tonguing. 

UNIT? 

Purpose To rehearse and play the 7th. 9th and 13th chords using the 
following syncopation patterns 

t , . ; . =11 

To apply heavy vertical accent (j ) to scales and rock 
compositions 



UNITS 

Purpose To review legato and staccato tongumg in several keys using 
dynamic levels from pp to // 

To rehearse intervals (unison to 9th) using vanous rhythm patterns 
and articulations 

UNIT 9 

Purpose To introduce chromatic scales using various rhythm patterns and 
articulations 

To prepare for development of a set of Lilcs (motifs) m different 
keys (major, minor and chromatic) 

UNIT 10 

Purpose To rehearse a 2-bar rhythm pattern based upon major scales 
To review all previously learned matenal 



Introductory Level Jazz 
Ensemble — Sample Unit 

(Refer to Sample Outline Unit I, p 30) 

Purpose 

To develop a positive feeling towards Jazz Ensemble. 

To introduce the basic difference between instrumentation and playing style 
in Band as compared with Jazz Ensemble. 

Suggested Seating Arrangements 



a) 




Suggested References 

Sebesky Elementar]; Stage Band Book, Studio P/R. 

Nestico Samms; Nesttco Jazz/Rock Ensemble Book Studio P/R. 

Strate^es 

1 It IS suggested that, before playing, the teacher vocally demonstrate the 
difference between the tonguing used in Band and the tonguing found in 
Jazz Ensemble 



Band 




tah tu iah tu iah tu tah tu di>o 



Jaz2 Ensembl«> 




«/w bah du btOi du bah du hah dtm 



2 Next, a warm-up using the smooth doo (doot) tonguing and the short dtt 
(dut) attack on the B-flat major scale could be attempted 

3 Following this, explain the formation oil and chords in B-flat major, 

4 Demonstrate chord progression I It is important that students hear the 
chord change 

5 Practise the I chord progression 

6 Apply the smooth doo (doot) and da (dut) tonguing to harmonic 
warm-up exercises 

NOTE "Reuben and Rachel Swing" is an appropriate exercise 
Additional exercises can be found in Sessions m Sound, Pan 2 
Rehearse jazz compositions applying the above techniques 
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Intermediate Level Jazz 
Ensemble — Sample Outline 

UNIT 1 

Purpose. To study basic rock rhythms. 

Articulation should emphasize quarter and straight eighth notes, 
using a clean doot tonguing, e g., 

t r r r r - :|| 

doot doot doot doot 



d(m t 

UNIT 2 

Purpose. To practise syncopation and accents found in practising rock 
compositions, e g , 

A A 




accented heavy vertical 
syncopation accent ( \ ) 
played ^hort 

UNIT 3 

Purpose. To practise smooth tongumg and phrasing found in slow ballads. 

eg. 




doo doo doo doo 



UNIT 4 

Purpose To introduce artKulations and inflections 
NOTE See pp 54-55 

UNIT 5 

Purpose To demonstrate articulations used in l^tin style stressing accents 
and rhythmic combinations, e g , 



UNIT h 

Purpow Tc; mtrod' ice and practise the rolled eighth note and the 
articulation used m swing style, e g . 

written played 

• * •< • ^ ^ 0 ^ 

<lt>o hah doo hah 

UNIT? 

Purpose lo practise svncopation and artxulations found m swing style 
UNIT S 

Purpose To listen to selections and discuss the origins of jazz 
UNIT 9 

Purpose To practise ]eiiz improvisation 

To improvise usmg the ensemble as a chordal background 

UNIT 10 

Purpose To review all previously learned material 

NOTE A suitable reference is Hal Sherman's Techniques and 
Mc*enak for Stage Band 



ERLC 
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Intermediate Level Jazz 
Ensemble — Sample Unit 

(Refer to Sample Outline Unit I, p 34) 

Purpose 

To study basic rock rhythms. Articulation should emphasize quarter and 
straight eighth notes, using clean doot tonguing. e g . 

: CHj ' =11 

doot (hot doot doot 

J M - =11 

Suggested References 

Sebesky Intermediate Stage Band Book Studio P/ R 
Laporta Developing the School Jazz Ensemble Berklee Press 
Haerle Scales for Jazz Improvisation Studio P R 

Strategies 

NOTE. Articulations shoulJ be used dunng warm-ups. 

1 Warm up on all ascending and descending major scales using whole 
notes, half notes and articulations 

2 Reviewing doot tonguing, play a major scale in quarter notes 
NOTE Exercises for Ensemble Dnii p 40, #25-28 are suitable 

3 As used m rock music, review straight eighth notes fdoo and doot) 
NOTE. Exercises for Ensemble Drili p 40, #7-24 are suitable 

4 Apply the / and V-j chords of a major scale to several exercises 

5 Play recordings emphasizing the quarter and straight eighth note 
articulations 

b Using rock eighth notes, introduce and practise fast rock pieces 

7 Record the ensemble Play and discuss the recordings 

8 Review all previously learned matenal 




Senior Level Jazz Ensemble 
— Sample Outline 

UNIT 1 

Purpose To revitiw the / and V- chord progressions Review smooth 
tonguing (dooj and the short attack (dit) using appropnate 
exercises 

UNIT 2 

Purpose To introduce the chord progressions of Vim,. Urn. using jazz 
articulations 

UNIT 3 

Purpose To introduce and practise altered chords 
UNIT 4 

Purpose To review and extend further chord progressions applying 
dynamics 

UNIT 5 

Purpose To practise all chords denved from scales found in Latin music 
UNIT 6 

Purpose To review all articulation techniques and previously learned 
matenal 



Senior Level Jazz Ensemble 
— Sample Unit 

(Refer to Sample Outline Unit 2. p. 37) 

Purpose 

To introduce the chord progressions of V/m ^ and llm 7 using jazz 
articulations. 

Suggested Seating Plan 







Trumpets (standing) 


Riser 3 


Rhythm 






Riser 1 




Trombones 


Riser 2 










Saxes 


Riser 1 



Suggested References 

Laporta. Developing Sight Reading Skills in the Jazz /djom Berklee Press. 
Laporta. A Guide to Jazz Phrasing and Interpretation. Berklee Press. 
Wiskirchen Developmental Technique for the Jazz Musician. Berklee Press. 

Strategies 

1 An explanation and demonstration of the use of the short, heavy attack 
(dot) in Jazz Ensemble could open the lesson. 

2 Next, students could apply the short, heavy attack by singing the 
given example while tapping four counts with the right hand. Following 
this, have students play the same selection on their Instruments. 

3 Apply legato tonguing fdoo) and the short heavy attack to melodic 
exercises using the chord of C major. 

4 Apply the same techniques to examples using the Vlm^ and Um^ chords in 
C major 

5 The introduction for the use of vibrato to the trumpet, sax and trombone 
sections would be appropriate at this point Each section should practise 
exercises in which vibrato may be applied 

b The entire Jazz Ensemble can now use all previously described 
articulations to play numerous exercises 



Intermediate Level 
Emphasizing Winds — 
Sample Outline 

mere there are small numbers of students in a band program and it is 
desirable to emphasize Winds, the following sample outlines and units may 
be useful 

UNIT 1 

Purpose To introduce the origins of wind instruments using slides, photos, 
recordings or poetry 

Todi scuss ihe culture of the pre-Chnstian Greek and Roman eras 

To play Greek tetrachords reviewing good tone and correct 
breathing techniques 

To introduce and play organum using correct intonation 
To introduce ecclesiastic modes 

UNIT 2 

Purpose To review organum 

To introduce the instrumental Medieval music 
To discuss the culture of Medieval Europe 

To discuss and play pieces using Medieval forms and six Medieval 
rhythmic modes 

UNIT 3 

Purpose To introduce echo brass music, e g , Gabneli 

Todi scuss the culture of early Renaissance Europ)e 

To discuss and play pieces studying the form and perfecting tone 
and breathing, e g , Dufay, Binchois 

UNIT 4 

Purpose To introduce late Renaissance and early Baroque instrumental 
music, e g . Byrd. Farnaby, Tallis, Bull 

To discuss the culture of England during the late Renaissance and 
early Baroque 

To discuss Renaissance wind instruments 

UNITS 

Purpose To introduce instrumental music of the Baroque, e g . Frescobaldi. 
Vitali, Scheldt, Schein 

To discuss the culture of Italy and Germany dunng the Baroque 

lo introduce the instrumental form and ornamentation of the 
music of the Baroque 

To play appropnate selections 



/ 



UNIT 6 

Purpose To introduce wind ensemble music of the Baroque, e g , Bach, 
HandeL Telemann, Couperin 

To review the culture of Germany and France during the Baroque. 
To review and extend Baroque ornamentation. 
To play appropnate selections 

UNIT 7 

Purpose To contrast the ensemble and symphonic forms of the Classical era 

To study wind divertiment from the Classical era, e g , Mozart, 
Haydn 

To attend concerts and or listen to suitable recordings of these 
divertimenti 

UNIT 8 

Purpose To contrast ensemble and symphonic forms from the Romantic era 

To study ensemble music from the Romantic era, e g , Schubert, 
Mendelssohn 

To play appropnate selections refining tone quality 

UNIT 9 

P'lrpose To study ensemble music at the turn of the Twentieth Century, 
e g , Bruckner, Wagner 

To introduce the culture of Austna and Germany at the turn of 
the Twentieth Century 

To play appropnate selections refining breath control 

UNIT 10 

Purpose To introduce wind ensemble music from the Twentieth Century 

To study and perform appropriate works, e g , Hoist, Gould, 
Bartok, Nelhybel 

To discuss Western culture and its influence on compositions 



Intermediate Level 
Empha^ng Winds — 
Sample Unit 1 

(Refer to Sample Outline Unit L p 39) 

Purpose 

To introduce the ongins of wind instruments using slides, photos, recordings 
or poetry 

To discuss the culture of the pre-Chnstian Greek and Roman eras 

To play Greek tetrachords reviewing good tone and correct breathing 
techniques 

To introduce and play organum using correct intonation 
To introduce ecclesiastic modes 

Materials 

Tape recorder and slide projector 

Suggested References 

History of Music In Sound. Ancient and Oriental RCA Victor LM6057 
Buchner, A Musical Instruments Through the Ages Batchworth, 19bl 

Sendry, A Music m the Social and Religious Life of Antiquit]^ Fairleigh 
Dickinson. 1974 

Dover. P Poerry An Anthology For High Schools Holt. Rinehart and 
Winston, 1964 

Strategies 

1 An explanation of the wind concepts of early Greek music would be an 
interesting beginning 

2 A discussion of the Greek aulo« using photographs could follow 

3 The wind concepts of early Roman music could be explained next 

4 Discuss the horn using photographs 



5 Have students play Greek tetrachords reviewing the concepts of good 
tone, correct intonation and proper breath support (present day 
notation) 



Greek diatonic 



Greek chromatic 



Greek enharmonic 




* tiUiirtrr Vm*' < lip u{> } Z * 



b Extend tetrachords (conjunct and disjunct) 

7 Introducing a cantus firmus in the Dorian (ecclesiastic) mode, ha^e the 
students improvise parallel organum in unison, fourths, and octaves using 
proper breath support and embouchure (e g . especially octaves) 



Assignment 

Ask students to write a first species cantus firmus for their instrument in an 
ecclesiastic mode 



Intermediate Level 
Emphasizing Winds — 
Sample Unit 2 

i Refer to Sample Outline Unit 2. p 39) 

Purpose 

To rfvit'VA.' organum 

introduce Medieval inslrumenidl music 
To discuss the culture of Medieval Europe 

To discuss and plav pieces using Medieval forms and si>. Medieval rhythmic 
modes 

Materials 

Tape recorder and slide projector 

Suggested References 

Gregonan Chant and Medieval instrumental forms from History of Music In 
Sound, Ancient and Onental RCA Victor LM 6057 

Chant Gregonan Ace of Diamonds SDDR185 

Janson. H W Kev Monument:, of the Hi$toryu)f Art Prentice-Hall, 1960 
Machaut. G Agnus Dei Studio P R 

Strategies 

1 Have the students play a first species cantus firmus (Unit 1 assignment) 
Using correct embouchure and breath support 

2 Introduce the f< )rni of the Mass 

A F <)llovA.'ing this, introduce the secular instrumental forms which grew out of 
the Mass 

4 Play v*<ind pieces written in the form of caccia. round <ind canon 

^> The instrumental music of the Medieval Period, e g . Machaut. Dufay. 
Binchois could be introduced at this point 

h [)iscuss the ( ulture of France dunng the Fourteenth and Fifteenth 
C\'ntunes 

7 A discussion of ars nova" and its influence upon wind instrument 
literature kkoiM be useful to students 

5 Introduce and plav mehdies in the six Medieval rhvthmic modes 
^> Stutlv and perform nnisic of the above composers 



Assignment 



Ask students to comf osc a caccia for brass or woodwind duet using Medieval 
rhythmic modes and perfect intervals 
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Senior Level Emphasmng 
Winds — Sample Outline 

UNIT 1 

Purpose To review correct embouchure and breath support using suitable 
Medieval and early Renaissance literature 

To introduce mensural, *>quare and coloured notation, proportion, 
and C clef from the Medieval era 

UNIT 2 

Purpose To study and perform representative Italian Renaissance wind 
literature 

To review echo brass 

To introduce and study instrumental literature wntten m the forms 
of can/one and capriccio 

UNIT.i 

Purpose To study and perform representative Renaissance wind m the form 
of solos, duets, tnos and quartets 

To mvite an expenenced instrumental ensemble to perform this 
literature at your sehool 

UNIT 4 

Purpose To study and perform Baroque wind literature 

r<) study the forms of suite, chorale, ncercar, prelude and fugue 
fo refine double and triple tonyumy 

UNIT ') 

F^irpose lo Mudv tuul extend the use of Bar<X4ue ornamentation and apply 
It to the literature of this era 

l o listen to chamber concerts, e g , CBC Radio, Television 

UNIT h 

Purpose To study and perform classical wind pieces 

To study the forms of sonata, theme and variations 
To participate in music festivals 

UNIT 7 

Purpose T) study and perform Romantic wind pieces 
To studv the f()rm of fanfare 
To ix'rforni <j fanf<*ie for a school assemhK 

UNITH 

Purpose To >tudv and extend the stvles of chromatic and wliole tone wnling 
m uind literature 

lo study the dissolution of tonality 

To plav suitable works emphasizing chromaticism and 
impressionism 



UNIT 

Purpose To study and perform representative Twentieth Century wind 
literature 

Exchange and perform with another wind ensemble 

UNIT 10 

Purpose To study and perform representative wind pieces in the Jazz idiom 

To compile and perform a well balanced program of wind 
literature 



Senior Level Emphasmng 
Winds — Sample Unit 1 

(Refer to Sample Outline Unit L p 45) 

Purpose 

To review correct embouchure and breath support using suitable Medieval 
and early Renaissance literaturn? 

To introduce mensural, square and coloured notation, proportions, and C 
clef from the Medieval era 

Materials 

Tape recorder 

Suggested References 

Chant Gregonan Ace of Diamonds SDD2183 

Histon; of Music m Sound. Ancient and Onentai Renaissance RCA Victor 
LM W)53 

ApeL W The Notation of Pol\^phonic Music 900-1600 Medieval Academy of 
Amenca, 1%1 

Refer to pp 56-70 

Strategies 

1 Have stud(»nts review and play cantus firmus, parallel, free and melismatic 
organum. and perfect intervals in ecclesiastic modes paying particular 
attention to correct embouchure and breath support 

2 Next, guide students in reviewing and playing rhythms from the six 
Medieval rhythmic modes using correct articulation 

3 Introduce a survey of Mec/ieval notation A suitable piece may be found in 
W Apel s The Notation o Polyphonic Music 900 1600 

4 Transcnbe and play a piece for wind instruments Suitable examples are 
Dufay s 'Quel fronte sig.ionlle" and ' Ave regina" from Apel's The 
Notation of Polyphonic Music 

5 Students c(;uld study and perform music from the Renaissance Suitable 
examples are Farnaby s 'Fancies, Toyes and Dreams ^ and Tayne 
Would I Wedd^ Des Vms ' Tulerunt Dommum** or Stephanis The 
Cuck(K) from Bonta ' 



Assignment 

To study and perforrr an f nst?mble from ihe Renaissance 



Senior Level Emphasang 
Winds — Sample Unit 2 

(Refer to Sample Outline Unit 2, p 45) 

Purpose 

To study and perform representative Italian Renaissance wind literature 
To review echo brass 

To introduce and study instrumental literature written in the forms of canzone 
and capriccio. 

Materials 

Tape recorders 

Suggested References 

History of Music In Sound Renaissance RCA Victor LM6()58 
Refer to pp 56-60 

Strategies 

1 The form of canzone could be discussed and studied 

2 Next, play and discuss several 'Canzoni" as they apply to echo brass 
music, e g , Gabrieli's Echo Brass" 

3 Using a suitable example such as Gabrieli's Canzone "Sol sol la fa mi ' 
from Bonta s R<?naissance Music for Brass Choir, study and perform 
canzone 

4 Play and discuss ihe form of capriccio 

5 Study and perform a capnccio A suitable example is Vitali's "Capnccio ' 

Assignment 

Ask students io make up a list of canzoni and capnccios written by other 
Barcxque composer > 



Band 

Addtional Resources 



Suggested Seating Plans 

BAND 




[i.lss< M Ills ,ui(l 



"a 



'A, 



( ( illll't-. illlit Itlllllpi'ls 

^ Hut.- 



Suggested Seating Plant (coMtinued) 
JAZZ ENSEMBLE 

Tnjmp*?ts 

H 0 m s H 



Bass 



0 



Drur 



Director 



17 



lUMur 



Saxophones 



Irombones 



0 E m 0 E 








B EE B B 

Saxophones 



Rist»r 






NOTt For best results, it is advisable to 

• Keep the rhythm section, including amplifiers as close together as p^)ssible 

• Keep the entire ensemble close together 

• Insist that the trumpets stand at all times 

• Use nsers i' available 

• Contain drums within the band as much as possible 



Jazz Ensemble Articulations 



HORIZONTAL ACCENT 
Hold for full value "Doot" 
tonguing 



THE PLOP 
A rapid slide down 
harmonic or diatonic scale 
before sounding note 



\ 

t 



VERTICAL ACCENT 
Hold less than full value 
'T)ot" tonguing 



THE SMEAR 

Slide into note from below 
and reach correct pitch just 
before next note Do not 
rob preceding note 



\ 

0 



HEAVY ACCENT 
Short as possible "Dit" 
tonguing 



) 



THE DOIT 

Sound note then gliss 

upwards from one to five 

steps 



STACCATO 
Short — not heavy 
' Daht * tonguing 



^ DU 

False or muffled tone 



LEGATO TONGUE 
Hold full value '*Doo' 
tonguing 



WAH 

Full tone — not muffled 



-I 



THE SHAKE 

A variation of the tone 

upwards — much like a 

tnll 



SHORT GLISS UP 

Slide into note fiom below 

(usually one to three steps) 



LIP TRILL 

- Similar to shake but slower 

— and with more hp control 



LONG GLISS UP 
Same as above except 
longer entrance 



WIDE LIP TRILL 
Same as above except 
slower and with wider 
interval 



SHORT GLISS DOWN 
The reverse of the short 
gliss up 



THE FLIP 

Sound note, raise pitch, 
drop into following note 
(done with lip on brass) 



LONG GLISS DOWN 
Thf reverse of long gliss 
up 



SHORT LIFT 
Enter note via chromatic 
or diatonic scale beyinning 
about a third below 



LONCi LIFT 
L Same as above except 
longer entrance 

SHORT SPILL 
-1 . Rapid diatonic or 

chromatic drop The 
reverse of the short lift 



LONG SPILL 
S. Same above except 
longer exit 



INDEFINITE SOUND 
Deadened tone — 
indefinite pitch 



NOTE No individual notes are heard when executing a gliss 
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Sample Brass Repertoire 



Composer 


1 ltl€ 


Instrumentation 


Bcuh,.l S 


Capncao 


Southern, 2 Tpts , F Hn 






Tnib, (Tuba) 


BcK-h J S 


I'LitUasti* 


Artransa, 2 Tpts , F Hn , 






Tnib, (Tuba) 


Bckh J s 


It] Thee Is Gkidtiess 


Concordia, 2 Tpts , 






F Hn , Bar Hn , Tnib , 






(Tuba) 


BcK-h .1 S 


S(;nala In C 


Studio P R , 2 Tpts 


Ficiiuhn.'n A 


t.cho FatUasie 


Chester, 2 Tpts , 2 Tmbs 


Bcinok B 


IXmce of (he Slovaks 


Studio P R,Tpt,FHn 






Trnb 


Bot'hm 


Presto 


StudioPR, Tpt.FHn. 






Tnib 


Bolltcl S cU! 


RenaissLitice Music for 






Brass Chitir 


(IX»s Pres, Maschera 






Cjabneli, Stephani) 






S Schirrner 4 Tpts , 






2FHn,4Tmbs (Tuba) 


(iorovwki, F 


A Mortnt}^ Sot}g 


Boosey, 2 Tpts , F Hn , 






Tmb 


Brand, \ \ 


A La Mode 


CeneraL 2 Tpts , F Hn , 






Tmb, Tuba 


BruekniT A 


/V(jver atid Alleluia 


Southern, 2 Tpts . 






2 Tmbs , (Tuba & Timp 






opt ) 


fivril, W 


Alttiat) 


Studio P R/rpt,FHn. 






Tmb 


iivrcl W 


Pieco ii)r Brass 


Studio PR/lpt J- Hn, 






2 Tmbs 


[ivrii W 


7 he harle of()\ford s 


Chester, 4 Tpts F Hn 




Match 


4 Imbs , (Tuba) 




ijqht Matt hes 


Mills, 2 1 pis , A r Hn . 






1 1 mo 






K4>nfi()r 9 Tnts h Hn 

1 it. I 1 V,i ^ ^1 , ^ 1 L/l^ 1 i III 






2 Tmbs, (Tuba) 


( ii' LilSS* ) ( ) 


() Bo!]e lesu 


Studio P R, 2 Tpts 






2 Tmbs 




ItHn iductu >n afui ( apru ( lo 


Shawnee 2 Tpts 


Dillnn K M 


Man h and ( */}( )ralc 


[^oosev & Hau'kes 






4 Tpts (.r.ri pts \- 






Tmb 




I iarah ^a^jiiah 


studio P R Tpt F Hn 



2 Inibs 



ERIC 



Composer 


Title 


Instrumentation 






Studio P K I nt 






2 I nibs 




/'cK'Mt^ lV(Ui/ti/ IVVc/c/ 










FrcJiik M s 


( ^({fUnists 


{^( )Liriu' I nts 


f'K»sc t )bcil<il. ( J 




2 I Hns 1^ Tuibs ("I iib.i 


( (JM/()Mtl 


Studi( 1 P R \ n\ K Uti 






2 Tnibs 


(icibnt'll ( i 


C'an/on <^ 4 


( hi'stt'r ^ I nK y I itUiv 


(iabrK»li ( J 




Rubt^nk 4 I nts 4 I mbv* 






(^h»»stt'r y I ntv y ! rr^Kw 






I aiiib 


(jould M 




( ) «Sc C Music. A I pts 






"! I nibs ( I ub.i) 


()<>L1IU)(I C f 




t-JK iV\liJ -7 ll^lrt C. I'llv'S 








(jnlh) () 




I'^ubank 4 Ints 4 I inbs 


( Jijijmi ( J 




^ i< 1 1 It [II 1 /ouoK i^i ass 






( )Llf^rtt't 


(iiianii () 


I H'< > { )1 11 /'^ X* '^1 




H<Hkl.i(i I) 


la// f.tiaie 


S(>Uth*'r!"\ y I ntv f- Hti 

^'v/V.illltMI ^ \lll 


H<iiuM (i 1- 




I nb^i fR 'I'rnh ^ 

1 U\^'C1 ^ L J 1 I 1 lO / 


Soiuita in C Miin )r 


Studio P R , 2 I'pts 


H<indi'l (i 1- 


Suilt* f(>! Bftiss I n<> 


Pn t Art I nt f- Hn 






I'nib 


Has^loi HI. 




StU(ilo P R Tnt f- Hr^ 








H<issk>i H L 




Studio P R Tnt F Hn 






2 Tnibs 


Hdvdn 1 




Studio P R . Ipt 






2 Tmhs 




/7jrt't» (,7ms/kU] ( uro/,s 


(j Schn''TK'r 


HoH)Vlt/ I 


lifuys P( >lka 


( fu'stiT I nt [' 1^ In 

V Uv.3lvi. 1(^1 .1 III! 






Tnib (Tuba) 


Ivt'sofi I twr 




( hk'st**r y I nts I iT^bs 






1 i uba) 


KirnbtTy^T J 




Snidio P R Tnt \' Hn 






2 I mbs 


KiihrhuJ 1 


AIUhjk ) f< )r Brass 


Studio P H 2 \ n\s 






2 'I nibs 


i.vub M 


/^(ii'nr Stutr 


sli<juiH\^ 2 Tpts 1- [ iw 






I tnb ( I uba) 


1 V.otl M 


Suit*' for 1 our l^r<jss inst 


sh<JuiK»i' 4 1 rni>s 






Studio P R Ipt 1 [in 






2 I mbs 




1 fir*'4' ^»s 


Mi-nto! 2 l^)t^ I Hn 






2 I lilbs ' I ubrj} 



Composer 


Title 


Instrumentation 


t*K IKK IbSl )I1M. r 


1 Uiil 'lit tiu 


(^htJvtt^: Rr Oiiintt»f 


t^lOS/KOU'SKI. 1^1 




nLiv'allK. H 1 piJ> . 






»i 1 riiib , ^1 1 11105 Oaf 






1 1 M , 1 u ua 


I'll /CUI I, VV i 1 




LJ K. i VV ill, ^ IL/i^,^ llilV'^ 




/ fit ff It CY vCIriUlM IJ> 


V^l li ISK-'pilt 1. 1 pi , IIlM' 


illicit Kitl 1 1 « 


i^UudCiit lyOf/i/nufM 


v/l ii^L/i Vila, I , 






P Hn Tmh R;^r Hn 

1 llll, llllv', LJa 1 1 1 M , 






1 UL'cl 


- 

r rjlc^>trin<) ( 1 




DtrlWlIl, » J V^llOlio ^ 1 pi 






1 llll , ^ 1 1 1 Iv'b / 




/ / f -,sr f Jt / f -f i3( )n 


V^lIt:blv:I, H 1 pio . K}\ 






Rr 

\j\ V^l 


r oucn r 


r (_)Ui 1 ^tiiK OS 


lit aliri. L. 1 pib . C. 1 1 1 lUS 






I )rurn 






r\t iitHJi, ^ I pi^ , r riii , 






1 IIIL^ , 1 UUa 




iJLuut omit 


V^lR jltl, 1 pi3 ^ 1 ITiv.'5> 






1 LiOd 


X ni'in ) 1 1 


C ont( )nt* IN( > / 


oC)Liincrii, L. I pib , r iiii 






I m K 1 1 1 n n 






Prn Art *? Tnts ^ Tmh*; 

I \ \ f (11 I, ^ ILJlo , ^ 1 lllvO 


^fK !lv, lA VV (III 




lAt I RlUi , 1 pi 3 , 






'? F Hnv RAr Hti Tmh 

^ r niib , Oar rin , i itil) , 






1 Uv'a 


MlvIIItlllll vj 


^fi Mm ici 1 1 1 V i 


Sturlio P R 2 Tnts 


1 \ li. \ 1 It! 1 11 1 VI 


'lilli III r\ i'liiH/i 


StiiHin PR '? Tnt*i 

OlUViH-'r IUIj 


\ 111 ►» I 


V ririSlillaS 111 t^idSh 


vj oLiiirrTiir, h i pij . 






^1 Iliid.kJ llllUs. 






Ddf nil , 1 UOa 


lid Vhul<lIUl I , ( ) 


S\f]f()tKU La Hcrijanmsca" 


Rubank 4 Tpts . 4 Tmbs 


ViMh (] B 


(\ipnrcu) 


Pressor, 2 Tpts , F Hn , 






Bar Hn , 2 Tmbs , Tuba 




C \>n(*t'r?() for lin\p(uu 


Associated. 4 Tpts 






4 Tnibs 




Sample Woodwind 
Repertoire 



Composer 


Title 


Instrumentation 




Aruirauci, A J 




Southern, Fl Ob C 


1 


B,K h J S 




McAfee All W W 




Bach J S 




hikan Voyel Fl , Ob 


CI 


B.uh ) S 




Hn Fay 




ocjrupunc/e 


Studio PR, 2 Cls 1 








CI 




litiks.i K 


r\Lt(ifiifi{^ 1 utit 


Shaunee Fl Ob , CI 


[irahnis ) 


Lilac /-/i/Zskifs 


Kendor, A Cls 




Biichiel f 




\\]ns FI,Ob CI 






r\' >ncit (Jii 


StudK)PR,.K^ls 




(ie Lass( > ( ) 




Studio PR, 2 Cls 




Diiraiul A 


1 i 't 1 11 Ji 'f it lit 


Fieluin, [-1 Ob, CI, 




FffUKais ) 




Fay BCl 




( Jl li it 1 1 1 )} 


Schott, Fl Ob, CI 




Frank M 


( tJMon A' f'Ui)\it ' 


Kendor Fl , Ob CI 


Fay 


Ha r Kiel (i 


r Ki 1 Ti \/ 1 1 i A > 1 1 1 1 \ A t 
I Jt< f * ^ti lit 1 lirit 


Pro Art .^CIs 


Handel ( j I 


iJi /Lif f t t 


StudioPR 2 Cls 




Handel (j 


Il r~ It li it / \ I r/Mi*>rc/i 


Schott, 2Flb 




H.intifl (i 


/ ei/fe f Uijiit 


Eielwin, FIs , Obs CI 




Hfiruit'l (i 


r>< >nalci In L Mine )r 


Fay 

Studio P R , 2 Cls 




r ifW *i il 1 if »vi >r^^'> 




Boosev, Hawkes F 


1 


HulJUi's I 




Ob CI , Fag 




1 -ti uoia 1 jk. 1 1 lauit ) 






On M 


Recordi, 2 FIs 




]<)liv'4't A 


«S< )MiJffMe 


Bo()sey& Hau'kes. F 


s , 






CI . B Continuo 




Jones R 


ihrt'c r/)ree 


Shawnee, 3 Cls 




Koepke P 




Rubank, 2FLs CI 




I-eeuuen et a! arr 


[.ighleen Tnos (Classical) 


Southern, 2 FIs 1 CI 




Martin R et al 




Kendor, M (Jb , CI 


Fay 


Meiuielssohn f- 


/ tft I hitic I. ICS 


Kios Fl , Ob CI 


Molique H 


Antiante C()\k erl( » in 








1) Minor 


Kios All VV VV 




Mn/<irt A 




Pro Art M Ob (^1 . 1 




Mo/art A 


I )iv»'riiinenro No 4 


Studio P R ,H^ls 


t i^trtinskv I 


I n- > in ( J Miru )r 


RuKitik H Ob C^l 




Pauh'rN s 


li ;ri(i Sn;fe 


Shaunee Fl Ob CI 





er|c 







lnsfTUtn#nf At ion 


l>i ir,- ill ( \ 

\ lire K*n. K 1 




btuoio F K . Z CI 


>t ntU'iKT 1 / <UI 


I L. 1 nos lor woocKviiios 


r ro Mrr 




(fit^roqut*. Classical. 






K( untHitic Conlomporarv) 




^chutvrl I 


MefHtetUy 


otUCilo r r\ . .5 CIS 


Srk.'b< )lniak. A 


Moct*donian Datices 


ocnirmcr, ^ uo , z v^i 






z ray & rcrc 




Sonata In (j Minor 


btudio r K , Z CIS 


I ^.'li'nuiiin C ) 


Suilt* In A Minor 


otUulo r rv , Z CIS 


I i'U'nidnii, ( 1 


Suili'Jn A Minor. Part 1 


oouincrn, r\ii w w 


Tolomdnn. ( ) 


aiiiit? in M jviinor, ran ti 


Cl/M(*Ki£irrk All W VAJ 

oouinern, r\i\ w w 


I t ht)!k< >Vskv.' P 


Danct' fri>rn Nufcroc/ct*r 


DCIWm, »J lis 


17.. .M. \ 


C Onccrto In (> Minor 


inti'rnationai. ri , \)o , 






VIn , Fay , Piano 


I /.. , .1 J. \ 


/ he Ulona 


r>liKiio r r\ Z Lis 




St'Vi'nty hiyht Dufts hluto 






cSc Clannet lBaroqut», 






Classical, Romantic) 


Rubdiik Vol 1 ^£ II 


VV.ilki'i K 




Asvx iatc'd Fl , Ob , CI 


VV.ilki'i \< 


llnee Mitnaturcs 


Ki-ncior, Fl . CI 




(inrla at}d VanatHyt)s 


ShawiH-i-, Fl , Oh , CI 



Fay 
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Teacher Reference Books — 
Band 

Amt'ncaii S( hool Bciml Direc tors Asm )CKUU)n Donald \V Mi(\iIk' Prouvt 
C^hciirrncin /7 // ASBDA ( IJHHU ^ULUM GUIDI A HI il HI .\( 7. )( )K 
hOH i>CH()()l, fiA.\7; DlHhCims Volkuvm Bros 

lnv«nluijl)li' ri'fi'ri'nri' hook on or(j(Uii/irKj thi' siTonil.jrv haml i urruuliun 
BuL'hlnii^ti While omh ShSSlO>iS /i\ SOUM) PARTS 1 J S: H 

Si\|ih'rMhj| h<uKl nu'thoti hooks rontoininy fuHjiTiny rh<jrts toru' 
production, instrumt'nt Ccut' tuning, intonrttion studies, scales, pieces. 
musKMl terms dnd siyns 

Coluell Kich.jrd J nu I'fAClUSG f)h ISSfRUMLMAL MUSIC 
Aj^pleton (\'nturv Crofts 

Desiqni'd for instrunuMitt^l te<uhers not f<unili<ir uitti thi' h\ hnu al tjnd 

prdcigoiju al as|H'(ts of hanil instruments 

hirkas Phihp /7// AKl' y)niRASS PLAYIM] Wind Musk 

e ri'ft'reru e hook e\pl<iinint^ m lavman s terms the h<\siv 
tet hnujues of tjll hrass tnstrurni'nts 

\ Ms\rm AlJ'Rl ns M.W HAM) M\A\\i)l) 'J vals Alfred Puhlisheis 
Introduttorv hand nK*th<»d hooks iMnph<Jsi/in(j i (witemporarv musR 
( >uit<ir and Inr h<jss information 

\ ussi'll Kavrn* >nd V LSI Ri ^Sl S FOR I SSI MBIJ, DRILL 
F^ekun Mills 

A ivaim up hook i ontainmy i*\eri ises terhnual studies ami rhvthm 
drills fo] anv si/i' of cjrcaip 

Hill \ Srarujht I LI MLM S ( )L MUSK^ Wm (' Huaku 

A student thiorv hook for senior haiui students dm hv torri'L^ti'd with 
u\i )st musK iiu'lhoil hooks 

Milton Li'^us B LIARMM; Li) ILAi'H LUROUGH PLAYISG 
A ltO()/)U7.\7) ML lliOl) Addison Wesley 

Valu<j(>K' irf^Ti'iKr (>o()k for I*\u hiTs who an' not woinlwind 

perft »i nuT^ 

Howv MA'AMll) IliliMQUI LOR HAM )S Cole 

arm up t*-i hniqu*' f^ook umlamincj sitjKs and rfivthmit studies foi 
seiii* >r f>and students 

flum HRASS I \Sl MHl I Ml lliOl) ird rd Wm C [^!.>wn 

A siu< 1^ fr« ^m he<]innintj U » ridvani I'd hrass \i\ hniques hk luilnv^ s<nnpli' 
r*'fH'r!( Mr*' twr [^ra'^s *'Ms*MnhK' trumpi'l trenihhorn tfiioi troiiihoiu* l),iss 
tiomhiiiu' haritwiu' fmrn tuhij sMUsai^h^iu' 

K'fiv.n // \R\l\(U'\LlMlll D IIVILIXJ fialLeon,,id 

l';t!'Mtui u>r Mh'thod hooks rniphasi/iih^ i . >?Wrmpo!arv ImikI 
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Johnson. Richard D LEARNING TO TEACH THROUGH PLAYING A 
PERCUSSION METHOD Addison- Wesley 

Valuable reference book for feachers who are nol percussion players 

Kleinhammer, Edward THE ART OF TROMBONE PLAYING 
Summy-Birchard 

Technical and explanatory book covering all aspects of trombont' playing 

Meyer. R F Ed Willard I Musser THE BAND DIRECTOR S GUIDE TO 
INSTRUMENT REPAIR 

Basic band repair manual for teachers 

Mueller. Herbert C LEARNING TO TEACH THROUGH PLAYING 
A BRASS METHOD 

Valuable reference book foi teachers who are not brass pjcrformers 

Nt'idig. K L MUSIC DIRECTOR S COMPLETE HANDBOOK OF 
FORMS Parker Publishing 

Valuable reference book of forms 

Phillips, et al SILVER BURDETT INSTRUMENTAL SERIES 
2 vols Silver Burdett 

Sequential band method books emphasizing traditional and classical 

musical examples 

Pl(;vhar. James D / RECOMMEND Belwin-Mills 

Warm-up technique book containing exercises, scales, chorales, 
ludimentsand musical terms 

Sdwhill. Clarence & Glenn Matthews INTONATION MANUAL FOR WIND 
INSTRUMENTS Byron-Douglas 

Reference book that may be used to acquaint teachers with the 

individual peculianties of intonation 

Smith TREASURY OF SCALES ■ Belwin-Mills 

Technique book concentrating on scales and scale-rhythmic studies 

Spencer. William G THE ART OF BASSOON PLAYING Summy-Birchard 
Technical and explanatory book covering all aspects of bassoon playing 

Sprenkle & Ledet THE ART OF OBOE PLAYING Summy-Birchard 
Technical and explanatory book covenng all aspects of oboe playing 

Tt'dl l.arrv THE ART OF SAXOPHONE PLAYING Summy-Birchard 
Technical and explanatory book covenng all aspects of saxophone 
pidving 

I h. .nit, )n EAR TRAINING FOR BAND Shawnee 
Dfdis With melodic tuning and related theory 

WVbcr FIRST DIVISION BAND METHODS PARTS 1.2.3 &4 
Bc'iKin-Mills 

Sequential band instruction books containing fingering charts, glossary 
of musicdl signs and terms, studies, scales and pieces 

Weens. Richdrd HANDBOOK OF REHEARSAL TECHNIQUES FOR 
IHl HIGH SCHOOL B^\Nl) Parker 

Vdludble reference book on organizing and planning rehearsals 



Teacher Reference Books — 
Jazz Er]semble 

G^kor Jt>rrv IMPROVISING JAZZ Preiltice-Hall. 1%4 

ConciM,' reft^rence book* dt'dling with the very difficult subject of jazz 
improvisation 

Coker. Jerry THh JAi^Z IDIOM Prentice-Hall. 1975 

Concise treatise on lozz history, styles, keyboard, improvisation and 
arranging 

C\ »mpilati< )n AUTHLMIC SOUNDS OF THE BIG BAND ERA Big 3 
StcWKlard histoncal big band compositions for senior level stage bands 

Ci >mpVatu >n EXISTING SOUNDS OF THE BIG BAND ERA Big 3 
S^UKiard historical big band compositions for senior level stage bands 

fjsenhouer ( ONIEMPORARY COI^CEPTS FOR STAGE BAND 
Bourne 

Suitable technique book for intermediate level stage bands 
Ferguson .St Feldstein 77//: JAZZ ROCK ENSEMBLE N Y Alfred 

Referenre book that ties the two areas of rock and jazz together 
Haerle SCALES FOR JAZZ IMPROVISATION Studio R R 

Technique book concentrating on scales as a foundation for ja/z 
improvistUion 

l^p< >rta A GUIDh TO JAZZ PHRASING AND INTERPRETATION 
Bfrklet* Prfbs 

Suitabk' phrasing and intt-rprftation book for senior level stage bands 
A recording is included 

^ Uiportd DEViLOPING THE SCHOOL JAZZ ENSEMBLE Berklee 

Press 

huitahle ensemble b(jok for intermediate level stage bands 

l-aporta DEVELOPING SIGHT READING SKILLS INJAZZ^IDIOM 
fierklee Press 

Suit.ible sight re.uiiiuj book for senior level stage bands 

Lew Henrv J //// TIME Rl VOLUTION Creative World 

V.il'iablo referenre book w-ith an intrcjduction bv S'an Kenton For . 
■ .'..inced ]i\u Kiisernlile groups 

.Nestu < . I HI SAMM\- >iLS I'lCO YOUNG JAZZ RUCK ENSEMBLE 
BOOK Studio PR 

Simple lornpositioiis for intermediate level stage bands 
Ki/yo rm ORY n XT Lducation Press 

I heorv I )ok .ipi)ropriate for al! levels of Instrumental Einsemble (Ja^^] 
Students M,orkb(;oks available for each V(jlume 
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Sfbfsky ELEMENTARY STAGE /3.\ND BOOK Stuciio P R 

Ititroductorv ^,tu(ifiit tnt-thotl book c\)ntdimng harmonic warm-up and 
rhythmic t'xcrci!jL'^> and pit'C».'s 

Sobf.ky INTERMEDIATE STAGE BAND BOOK Stuciio P R 

Intt'rmt'didle studt-nt method book containing harmonic warm-up and 
rhvthmic t'xercisfs e\ud piocfs 

Sherman. Hal TECtiNlQUES A^D MATERIALS FOR STAGE 
BAND Crt'ativt' World 

Concise ri-fi-rcnct' treatise verv helpful for the neophyte stage band 

director 

Tanner & (ierow A STUDY OE JAZZ Wm C Brown. 1^7.^ 

Valuable reference apprt)aching jazz from a historical point of view 

VViskirchen DEVELOPMENTAL TECHNIQUES FOR THE JAZZ 
MUSICIAN Berklee Press 

[.nsemble book for senior level staoj bands 
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IntrodiK torv Levt>l Voc cjI I \// [.nsembk* - 

^ain[)l»» Unit 
Inti'MiK'duiti' Lrvt'l Vocal Ja// {.nsemhle 

Simple Outline 
lnt*'rnu'dMU» L^>v,'l Vocal Ja// f-;nseml)le 
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Intermediate Level f.mptiasi/my Madrigal -- 

s<jnif)le Unit 1 
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Suijijested Sedtmij f^Lins 
V< M M Inflec tK )r^s 
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ADDITIONAL RHSOURCLS continued 



Choral Vocalize^) 
Vocah/es 
Hiighsh Diction 
Latin Pronunciation 
French Pronunciation 
French Pronunciation Sample 
(jerman Pronunciation 
German Pronunciation Sample 
Italian Pronunciation 

fiuilding the Voice — Sound and Sensation 
Teacher Reference Books — Choral Music 
Teacher Reference Books — Vocal Jazz tnsembi 



Learning Outcomes and 
Content for Choral Music 

Bv tlu- erui of C'fioic)! Mu-^ic 12 the stiuicDt should haw f.icilitv in the 
Li'cirniny Outcoriu's 



Learning Outcomes 

• rU'UMC'Al.COMPKIhNCV 
1 he stuiii'nt -,h()uKi he Mk' !«> 
demonstrate lornpeteruv m 
< \u )m1 tei hniques 



Content 



• breatti conttol 

• correct posture 

• refiFiement of toFie qudlity. colour, 
resonance and blend 

^ accents, staccato, leyato. 
sostenuto. portamento 

• attack, sustain and release 

• accurate intonation 

• nic)jor. minor and chr(,)niatic 
scales m vaiymy tempi, 
articulation and enunciation 
patterns 

• major minor, diminished and 
aiiymented arpeyyios 

• understand the relationship 
between music and the text 

• V(Kali/es 

• siny an even scale over the 
normal break in the voice 

• dynamic control (ppp ff • ppp) 

• understand falsetto reyister 

• a cappella 



• I NUNOAIION DIC^IION 
The student should be able to 
demonstrate i)nd apply the 
( ( )rrect enuru i.Uk )n and du ti( m 
U'i Imujues 



• diphthonys. triphthonys 

• consonants (sibilant na 
explosive and labial) 

• sustained tones 

• correct vowel formtition and 
placement 

• chantiny 

• cr)rrect proiiunciation 

• International Phonetic Alphabet 
dPA) 
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Learning Outcomes 

• THEORY 
The student should be able to 
understand symbols, technical 
terms and aural skills and to 
display competency in their 
application 



• HISTORY 
The student should be able to 
listen to, analyze, interpret, 
discuss and perform works of 
representative composers 



Content 

I 

1 

• melody 

• harmony 

• intervals 

• pulse and rhythm 

• modes, 12 tone, monophony, 
homophony, polyphony, graphic 
charts 

• dynamics 

• tempo indications 

; • accidentals and enharmonic tones 

I • syncopation 

; • music terminology 

• phrasing 

• blend and balance 

• simple, compound and irregular 
metres 

• chordal construction 



• Chant Organum 
(Monody, Parallel, Free) 

• Medieval 

(Machaut, de la Halle, Galiard) 

• Renaissance 

(de Lasso, Morley, Palestnna) 

• Remish 

(Binchois, Obrecht, Ockeghem) 

• Baroque 

(J S Bach, Handel, Schutz, 
Vivaldi) 

• Classical 

(Beethoven, Haydn, Mozart) 

• Romantic 

(Brahms, Dvorak. Schubert, 
Wolf) 

• Opera 

(Puccini. Rossini. Verdi) 

• Impressionism 
(Debussy, Faure, Ravel) 

• Chromaticism 
(Mahler, Wagner) 

• Twentieth Century — Canadian 
(Bissell, Coulthard. Willan) 

• Twentieth Century — Others 
(Bartok. Bntten. Copland) 



Learning Outcomes 



Content 



• FORM 

rhi^ stLKit'nt shoLiIci ba c\bk* to • art 

inlerj)rct cuui arudvA' chonil • balltul 

music litiTcJiurk* • hecit'r 

• motit 

• oryanurn 
^ roiuit'au 

• l>allata 



• SrYl.K 
The >iucirnt shouM Iv dl>U' to 
ciemonstrate. interpret anJ 
uiuitThtaiul tht' stvit' of cho' j| 
muMc liti^rature 



• sdcred 

cantata 

chant 

Mash 

nK;tt»t 

oratorio 

oryanum 

• seculai 

folk 
ja/^ 

madnyal 
musical 
opera 
su'i ny 
pop 

• lit»dt*r 

• ballad 

• art Sony 



• COMPOSITION 

rho student should create short • round canon rondo 

(^riymal works for voices and or • binary ternary 

instruments usmy traditiontil and • theme and variations 

contempor<in. Mrn[>osition • free form 
techniques 



• CONDUCTINC) 

The studi^nt should be at>le to 
understand and demonstrate 
conductiny patterns in variou*- 
tempi and stvles 



• simpU» compound and irreyuiar 
mt»tres 

• bcisic conductiny techniques 
fdvnamics. cnieiny etc ) 
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Learning Outcomes 

• VOICING ARRANGEMENTS 
The siudt»iii should be abk* to 
umit^rsidiKi and appreciatt* 
Vtinous choral muMC groupinys 



• SKiHT READINC^, 
The' siudi.Mii should be able to 
demonstrate sight reading skills 



• EAR TRAININC^ 

The student should be able to 
demonstrate skills in ear training 
and aural dictation 



' Content 

I 

• unison 

• duets, trios, quartets, ensembles 

• a cappella 



• 2. \\, 4 parts (in various 
combinations of S A T B ) 

• rhythm patterns 

• vocal line scored in unison and in 
harmony 

• chord progressions and cadences 

• melodic and harmonic intervals 

• melodic motifs 

• tnads and extensions 

• rhythm patterns 

• four measure melodies 
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Introductory Level Choral 
Music — Sample Outline 

UNI 1 
DM I J 

t-'lirpr »sr I • I IDtl. kIik i ' MM»'( t Vourl tninujtl' >I 1 liiul pLu t'llK'Tlt tfuoiKjfl 

1^'inoiisti.itioii ,uu\ picu ti( .il .jppl" cUion of tU'sc ^.'luliny vouili/i's 

I' .UIl' Is < n LI!lls( Ml St JHiJs 

(iMl ; 

if>tt< >. ku ♦•!»'( Ill Uijih's til, jt proiiiK I' (i k'^jtjto [)lit(ist' ,11 kI nu'lodu 

(^Ml I 

l\irp. .Si' I < . intt' kIui »' pulsr ihvilmi .huI <h ( cMit usiruj nii[)rovr(l [)ostuK' 
htrcjtfiinq .Hul [)[iiasiiuj 

lo mitnJiK (' liuit t>\ti>!i(l vou'fl fornidtion ^ukI 

pl.j( niK'tit 

DM! I 

\\i\pi ISO I < ) )tluc *• siinpu' a )\u\ui tn^<j [^(jtti'rns 
[ < • p!< kIik M jin'L t'tT^( uuitK >n (iiul tlk ti( )\] 

f'lirpo^," I, , iiitr, kIui c \Ar]u\ r <iiul pitt li dful to cjpplv, 

tht's.' tM V 0( ,ill/('s ,JIl(i si'Uh tl« >Us 

I IMl ; 

l'u:p- .s.' I' Mnii, kIlim' n,is<il sihiLint l\bu\\ ,uu\ t*\p|< )sivr . < )nsoiKHUs diul to 
\\)\)U tlu'sr to v«K.ili/i's ni^d st'K'( ttons 

I ' • .'\Ion. I vt H .il prodin tn )ii tiirouqh civ, nam u c < )ntr( )| 

(IMl ^ 

f'tfp^ I " infr- »«ln( »• si.|fit r*M(lin(^ t[ii(»iiq[i s. )|fi'(^(ji' . ir ( illw] \\U'\\u kIs 

I " 'n!:« hhi, »• rliLthniK motifs usini^ mu \ t v < »Ms(in<ir it and v« >vvi'l 

(IMl 

'''I'l^"^'' I ■ • N mtM!< r ,in ! ♦•\t*Mul t« )nt' iju.ilitv. (ivn.jtnp s pitt [i st>nsitiv!tv 
'i'l'i ;nt( .n.jti' >!) thiouqii V(m ,ili/i's and sunplr tuni's m vmiious 
^;>|nat!iN'> 

(I.MI ID 

[^Jrp«»s^• |. I •At^'nd -h^iit rradiiK^ and <ipp|v, tfu' !i\ [miru^'s to nu-lodu's 
usin<j ti<jnsp< >Mtir ins 

I " rrv h'vf. a!l pirv louslv K^jitU'd niat^Mial 
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Introductory Level Choral 
Music — Sample Unit 

(Refer U) Sattipk* ()iitlit)c Utnt 1 p 7:i} 

Purpose 

\() mtrodiit^' clioidl Miujiiuj roiR'ct posture iUkI br^Mthiinj ti'thniqiK's 
thioLigli di^'monsirtinon tuui fittictical cipphctition uM!)ij ti unison song m 
Minpk* nu'tr^.' 

Suggested References 

li(UlH'i lovct' el (il ABC Clmral Art Senes, Volintie I AnuTicdn Book 
Heii il]oral Sounds. lt]tenueduiU' Chorus I Holt, KirK'hijrl fUni Winston 

Strategies 

1 Bi'gin u'lth ci ftMinluir song 

1^ F^LiV record of t\ voulh cfu)ir and discuss the choral sound 

^ h\pLiin how good vocal sound rs produced It should be eniphasi/ed tfiat 
evervone has the ability to dev'jlop a good choral voice 

4 I \plain and demonslrale the effect of posture on breathing Have 
students do suitable exercises m tfie key <>f the song studied 



AppK posture and breathing ler hruques to a n^und or unison song in a 
simple kev, le g . C major) 

<) Using one breatfi for each phrase, sing the song to the vovveib nioh " 
nofi, ngoo to develop resonance 

7 Kt»peat the song applying correct phrasing 

^ Sing the song witfi the words applying dvnarnics and word colounng 



Intermediate Level Choral 
Music — Sample Outline 

DMI 1 

tri lifiiqiii's postut*' fni'.jtliii.i] du tion ami pill, jsiiitj 

UMIJ 

^ ' >u i'i vJiui i ( iMsr nuuU plai I'lni'iit 

UMI ; 

^^ir^). l m N'^rv^ n. )tati< "ii IIIIH' Mijn.iturrs <imi i omiiktiiKj [)attt*Mis 
DMI 4 

l^itp.)st' lo >rii.!\. ami [)*-!t<.riii uK'iitu.il .uul i (HUiastii^ij [)hr<isi's in hm.jiv. 
.uul fri narv !( )» ni 

(iMI ) 

f'urpMsr jo -.tu^h. tfu' li'latK nislup of ilu' t<>nu to transposition m rn<j)or .uul 
N'lait'd miiu )r ki"v.s 

UMI o 

['urposi' |(, stUiK tlk' LonstriiLtion of simpk' chords and simj rhvlhin 
p.ittcins m tHiuliL hcuinonics 

h ) sinij tuo L lu nd tuul thrcr choid sonys, usint^ voc c)l c hording as 
(U t ' unpaniuk'nt 

liMI 7 

I'urpoM' j(, introduce pltiy<il tind pi'rfrct ccuk'ntk-s through hvnins 
(IN! I S 

f'lirposf jo iiuroduc c tfu' form (Wul stvir of in<idT"jtils m ihrcv* or (out part 
hariiu niK's 

UMI ^' 

l\irpo^»- ji ) !nti.)(iu( tlu' form .jnd stvlr of nuulru^aU m thn-i' pari or 
t' >ur [)art hanii' >nh's 

I' ' mtt'ipn't llu- rnusK and ti'\t 

DM! ]M 

1^ jip» »•>»• 1 o pi.'parr a i < nu »'it 
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Intermediate Level Choral 
Music — Sannple Unit 

Purpose 
Materials 

I fun ^fu't'ts ( )f [itjpt'i 

Suggested References 

litirbtT Alii^ i^hi)nil Art Scncs, Vo/ufnt*// Anu'ruini liook 

Kt'ti ( 7]()f(j/ ,S()(ifi(/s /firt'rfMt'iiiuft' ( 7i()f 1/ Moll. Hiiu'tuut aiul Winblon 

Strategies 

I All cxplcincitioii >f tfK* iK't t'ssitv. of [HMpc'i hR\jt[iii)9 tUicl su[^port could 
;iiti()iliu this of studv 

J Ask vtiultMits to trv to sttMul ulth h(UKl> <jt mcIcs to boiul ovct fill luny'> 

u ) I ap.u itv iwul then [uss tfu* tiir out slowlv 
\ [hive students pKu e [umds bebnul the hetul with elbous pomtiiuj 

on* Ask students tfien to mfiiile suddenly tind extuile slowlv Repeat 

N()ll Watt h for Myn*^ of hvper ventilation 

\ Suy(;i*st ifiat students sttiiul and think of tfieir lunc^^ lis tj balloon Instruct 

ifiein t< ) till up t[ie bi )ttuin < if tfie biilN )on 
'} [ iavi* students [lold for an insttint, then siny to Itih' "loh or loo' 

o students \.eorkin(| \u piiiis [lave tfien open tfieir nioutfis tuul t[iro<its 

*Aule Instrui I tfieni t< > v^at( fi eac \\ otfier c |( )selv while inlviliny and 

eslialinq 

7 "students s[H)uld take a deep bieiith tfinujyfi tfie nioutli and then exfiale 
n|< .aIv thiouyfi tfu* hps i 1 m\ onds) wfule smyiny up and down ti 
s( ,ile 

s StudiMits ^fiould tiike a dei'p biealfi and blou li situjII stream of air 
ayamst tfu' p«ilin i)f the fiand A Ntreain of ( old air *-uyyests intulequale 
su[)port Av^iWinaii streiiin usutillv, means yo» xl supjvut I o olitam <j 
warm an stream mstrut t studt-nts to tfiink of bl()\.<in<j on yla^-t's \.<[u'n 
* k'anuu^ tfu'in 

Have stuil^'nts plai e a snitjll tlim sheet of ptiper aytiinst th** Wcsll or tfie 
musK stfiiul <in*l pitU tise blovMny air throuyh tfieir lips to\.<ards th,* 
paper St'e flow iony u )nsttmt an pr^'ssufetim I'Je maintiiined 

7b 




I'i f iciv*» >tiuirnts si!i<^ l\h loll or loo ahiU' ,itti'inpni)y to Mi>t<i!ii 

I I SlfU^ ttu' Voi.ill/i's ]\\ ttu' k*'V o| ttu- S«HU] 

I IV I V !V I V I IV V V IV V I " 
I ) < Lip ttu' ih\.!hni of ttu' v>n<j 
1 4 (^,u tisi' ♦♦ru h p.wt m uniM)ii ptuti^' bv, ptuciso 
I ) t*r< >!i«»un< X' \\u' uonis in rtivihm UMiuj < orri\ t (Ik ti< )n 
W) Ifu'n hstt'ninc^ rur bU'iut .uui bdlrtno' till paitb. prdctisfe* i'cich phrase in 

1 / Prcu tiso thL' soiuj Ubiiuj corrtxl po^tiiri', brfdthiiiy diction and phrasiny 

NO 1 1 It Is irn[)()rtant to uit'ntifv and .irtKiilatt' th^' ttvhnicjuos so thcit 
studt'nts ( an tr.inst^T skiiU t» ) ik'u s< >!ujs 

Assignment 

■\>k -,t^lli.■Ilt^ Id prt'p.irt' ,i ndikj Io lit'nmiistr.itf llu' ,ib<A'i' tt'chnual skills 



ERIC 



77 



Senior Level Choral Music — 
Sample Outline 

UNir 1 

F^urposc To rt»vu*w.' and fxloiui vocal techniques in all major and minor 

kc'V> 

refine choral music technique's 

I o notate rhythmic and melodic dictation m four-bar phrases 

lo introduce sight reading techniques in four-part homophonic 
and polvphonic. notating the key signature, time signature, 
rhvthm. phrasing and dynamics 

UMI 2 

F^urpo^e To Mudv and listen to Medieval literature discussing appropriate 
votal technujues. t<Mie colour, diction, style and form 

UMI H 

Purpost' I'o study and ptift^rm Renaissance literature applying appropnate 
vocal techniques, tone colour, diction, style and form 

UNIT A 

F^ifpose To study and perform Baroque literature applying appropriate 
vocal techniques, tone colour, diction, style, form and 
ornamentation 

UMTf) 

F^urpose 1 n study and perform Classical literature applying appropriate 
vocal techniques, tone colour, diction: style and form 

UMT<) 

F\irpose To study and perform Romantic literature applying appropnate 
vocal techniques, tone colour, diction, style and form 

UNIT 7 

Purpose I o studv and listen to operatic literature discussing appropriate 
vocal technujues, tone colour, diction, style and form 

UMI S 

F\jrpwse I o studv ajui perform early Twentieth Century songs apply:ng 

appropriate vocal techniques, tone colour, diction, style and form 

lo studv and perform suitable Canadian music literature 

UMI w 

F^Hp()s^ lo studv and pertorm later Twentieth Century songs applying 

appropriate vocal techniques toiw colour, diction, style and form 

UMI 10 

F\irp«>se lo petlorin a well balanced program of choral music from all eras 
demnristratmg iippropnate v<Kal techniques and interpretation 



Senior Level Choral Music — 
Sample Unit 

(Refer to Sample Outline Unit I, p 78) 

Purpose 

lo r(^wKK and t'Mend vocal techniques to include all maior and minor keys 

refine choral music techniques 
li) notate rhythmic anc] melcxhc dictation m four bar phrases 

lo intioduLe siyht read.ng techniques in four part homophonic and 
p(»lvpho!iic songs noting the key signature, time signature, rhythm, phrasing 
aful dvfiarnics 

Suggested References 

Barber A[U\:hi)rai Art Senes, Volume III American B<;()k 

Red Chi>ral SourKis. Advanced Chorus I Holt. Rinehart and Winston 

Strategies 

1 ^The teacher should stress \\\e importance of practising und review 

breathing techniques 

2 practise vocalizes mah-may-mee moh-mcjo. nah-nay-nee-noh-noo, 
ngah ngay ngee-ngoh ngoo. based in the key of a song 

i Using the song to be studied, extend the vocalize (2 olj^ves) m a number 
of keys, using rhythmic vanations. with consonants and vowels at various 
dvr^arrjic levels 

4 ,Next re^KMrse ^he song. emphaMzmg harmonic and contrapuntal content, 
stvie arid fi^Tii 

^ Notate a four bar phrase 

Assignment 

1 FVactise V(Kali/es daiK 

2 Ask studer^ts u • p.epare wn'ten rehearsal tec^hniques for a scjng of their 
t h< )U e 



Learning Outcon]es and 
Content for Choral Music — 
Emphasi2ing Vocal Jazz 

By thf end of Choral Music 12 cmphasizinq VOCAL JAZZ the studtMit 
sh(;u!d havi' facility in tht» following Learning Outcomeh 



Learning Outcomes 

• TECHNICAL COMPETENCY 
The student should be able to 
displdv competency in choral 
nuisic technicjues 



• AKnCUlAl iON AND 
INFLECTIONS 
The student should be al^le to 
understand and apply vocal and 
instrumental articulation and 
inflection technic^ues 



Content 

• breath control through proper 
breathing 

• correct posture 

• refinement of tone quality 
includincj vibrato and non-vibrato, 
resonance, blend and colour 

• accurate intonation 

• blues scales, major, minor and 
chromatic scales in varying tempi, 
articulation and enunciation 
patterns 

• arpeggios 

• chords in major, minor, 
diminished and augmented forms 
and their extensions 

• knowledge of the relationship 
between music and the text 

• extension of the range, in 
particular the "falsetto" 

• ability to maintain dynamic 
control 

• legato, attack, sustain, release 

• tenuto. staccato, marcato. accents 

• glissandc; (ascending .Mui 
descending) 

• correct vowel formation and 
placement 

• correct diction 

• sfiort and long fall off 

• smear (bend) 

• ornamentation (plop, doit, flip, 
ghost, shake) 

• breath acents 

• rolled eighth notes (swing style) 



ERIC 



Learning Outcomes 



Content 



• ruf.oKv 

I h»' studi'iit sfiouU Ih' cihK' to 

t*'rnis (if nuiM( tuul dibpUiv. 
I ' iinp^'lt'ru I, .11 ttk'ii fipplu iition 



'Iis( uss pt-rforin uorks of 
N'prrst'ntcjiivf ( oniposi'!', diul 
prit.Miiu'rs <.f ht^TtHLrt' 



' [ ( )KM 
1 stiuK'nt sliuuki bi* dhU' to 
Mitfrpri't cHui .HicilvA* \\w stnutuit' 
of nuisH 



1 hr studi'iit sfiouKI Ih' til^K' to 
(h'riionstrdti' intiTpni (HkI 



("()M)U('1IN(, 
If)i* ^tu<itMii shouM Ih' ri[)|i» to 
muUTst^iiul ruui (IrriK nistr.itr 
c oiuliK tmij p.itti'rns m VtUioiis 
tt'rnpi (ind stvjrs 



• ti'mpo inclirdtK ms 

• ciCculiMitdls tiiul iMilkirnionk tours 

• svncopcition 

• pfirdsiny 

• Hlfli'CtlOtls 

• simple'. Loiiipouiul ami irrt»yulcH 

ITK'trt's 

• cfiorcltd Lonstriic tioii (HkI [idldnce' 

• Tuvntu'th Ci'nturv 

(l)cwi' Barciuhii. Frank I)f M\ero, 

fJla Fit/yi'ralci. Scott Fa'derickson. 

Billk' Holuiay Anita Ke'rr. 

Wcddo Kmy. Ki'n Kramt/. 

Jack Fain/, hd [.(^K'ski. Phil Mattson. 

KiibvShav*. SinytTs Unliniitfd. 

Mi'l lonriv' i'k ) 

• stattTTKMlt 

• rcptMition 

• contrast 

• phrase's 

• sentence's 

• blues 

• raytime 

• F)i\it'land 

• swiny 

» be bop 
» pop rock 

• yospel ro( k 
» ja// rcK'k 

• ( ontemporaa^ )a// 

» ( ( )ndut tiny ensemble or sec tional 
teliearsals through score readniy 
and stylistic inti'rpretatK )n 



V()i(1N(, 

Fhi' sludent should [h' able to • unison 

understand and appreciate Vocal • duets, trios c^U()rtets 

and irwriuiiu.ritai c r >ml^inations • solo witfi vocal back-up 



Learning Outcomes 

• \JO\C\NG (continued) 



• COMPOSITION 

\ \w stiidcMit should cTt'att* sliort 
original workb for voices and or 
insttumonts u^iny traditional and 
c ( )ntvnip( )rarv c ( )mp( )siti( )n 
tt'chniciut's 



Content 

• contc^mporary (amplifying aiui 
modifying sound, tftc ) 

• cliord progressions, alterations, 
(substitutions) and invt^rsions 

• passing tones 

• transposition 

• voicing combmatiotis 

• accompaniments 

• ja/y combo 

• a cappella 

• round canon 

• binary ternary 

• ballad 

• theme and variations 

• free form 



• IMPROVISATION 

rbe student sh{)uld be r^ble to 
tit:monstrate competency and 
interpretation thr{)ugh written or 
original im[)r{)visatu)n 



• Sl()HT KLADlNCi 

The student should be able to 
demonstrate sight reading skills 

• KAK I HAINlNCi 

I fie student should be i\bU' to 
demonstrate aural skills 



• improvised solos 

• scat singing 

• 12 bar blues pattern 

• chord progression using rhythmic 
variation, rests, sequences of 
patterns and •repetition 

• varying rhythm patterns 

• vocal line parts m unison and m 

innony 

• chord progressions and cadences 

• recogni/mg various artists by 
stvle, voice type and inflections 

• recogni/e 12 hat blues patterns 

• recogni/e chords and extensions 



Introductoty Level Vocal Jazz 
Ensemble — Sample Outline 

UMI I 

I^HpoM' |(> pir,vi(k' tlu' Miuk'iit uitli a positive ftvhny towards VocalJa// 
fjiseiiibk' 

intrMduie tfu' bcjsic differences between traditional Choir and 
Vf )( <)l [jiseinble 

( IM I J 

I'lirposi' lo intKnIiKt' uw/ ci^ui epts and inflections throuyh Irsleniny and 
siin^iny 

UMI \ 

[^lIf)ose io detine diseuss cuui listen to different jazz styles and to 

differenticJte stvlistic clianyes in )a// (blues, swiny era. be-bop. coo! 
and jti// r(K k) 

OMI \ 

Purposi' iMiMtrotiute niaior (iiul minor triads and extensions 
UNIT "> 

Purpose lo compare ttie reyularlv accented eighth note found m choral 
literature <jnd the irreyularlv accented eicjhlh note found m jaz/ 
literature 

UMI (> 

^^lrpose lo develop vocabulary of ja// nffs. scat syllables and rhythms 
tsvn( opiUion triplet) 

UMI 7 

f\iri)ose lo introduce >iruj and improvise \ 2 bar blues 
UMI S 

f^i pose lo rehi'arse and sinc^ the 7th. 0th an<J l.^th chords usmy tht 
follo\.uiuj svru^opation patterns 

J . , ; , ; :|| 

DMl '» 

Purposi' 1,) ,'\ti'iKl ,irtu iilcitioii cind iiiflt'ctions m vdnou-, kcvs usiiiy 
<iv,n,itiiu li'vt'ls didi t'fft'cts from pp toff 

|o Ji\fl<>p suit<)hlt' sodt aiKi improvised smymij 

IIMI 1(1 

l\irp< -s.' I . . .ipplv, t( , p< ,p ht.'rdturf ttit' vocal )cV/ W\ hiiiqut's Mudifd 
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Introductory Level Vocal Jozz 
Ensemble — Sample Unit 

Purpose 

In proviclL' tlu' stiuiL'nt vMtli po^itiVL* kvlmy tovvnrds \\k\\\ J<i// hnsunibU* 
lo Hilr()du*.i' llu' h(isu diff*.'n.Mu i's lx't\.^L*LMi trtKiitiondl Choii cuui Vocdl <Jci/./. 

Materials 

Suggested References 
Strategies 

1 Bi'tjin l>v (iiMiKHistrtitiny tlu* diff*.MiMU K uvc'iMi trtuliliontil stvu' ciiul 

J W.iriii up tlk' *-'nstMiil>U' oil (i Uvc \M)W rutijoi suiU' UMng both ifu' Miiootli 

i f IciVL' students siny hdrnioiii/od projrt'bSions moving from V to 1 
4 A|)plv tfiL' (/(>() cJiid (Aif titt<K k to IhiiinonR Wcum up^'XtMCibo^. ,k\/y 

') Kt'lu'cHsmy }ci// compositions cippluny ifu* cibovc tec hniqui*s vvoukl Iv 
v'«ilUfjl>U' til tfiis point 

N()I[ Api^roprhilf isfs .irt' t oiittUiK'd mJo/// ilunr Wonu Ups 
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Intermediate Level Vocal Jazz 
Ensemble — Sample Outline 

UMI 1 

f^irpus*' !.> i^AK'u ( ..rrtu t v<m dl t^a fnitciu^'s ,nui )a// iiifloctions 

PurpoM' 1., snuiv. <uui p^'rlorin Inisk rock rfivthiin and la// infloctionb 
UMI \ 

Pur|)<)M' !t> t'xti'nii iniprovNational skilK includmy tht' u>e of ^ca^ patterns 
M.rnpK'x rfivtfuiH and vatiod Ntvli\s found in tho 12 har blut's 
pdltrni 

l^irpr>M> lo t'XU'fid \\u' vcuahularv of vocal uu/ riffs and appiv tht'sc U) bl(AV 
ImIIcuIs 

UM I ') 

l^irpoM> I., t'xtt'nd dvn<iinic i ontrol in I'nsonil^U' Noloand improvisation 
pA\,vv2 iilar rittt'iition to rn(;{)d and text 

(IMI h 

Wnpi >sf I () intr( )duL\' V( )cal ja// c ondiii tmy 

lo rt'fh'arsi' and pi'rforni urK^onductt'd vcnal la// sinjjiny 

UMI 7 

PurpoM* lo undiTNt<jnd cjnd apprtTiatt* tfu' fiinctron of Jk^ rh'lhni st'ction 
UMI s 

PnrpcjM' lo introduce' tfu* ^hh cjnd K-tth chords 

!•> pr<Ktist' nnprovKation usiny tht* c-nst^nl^k* as a ctiordal 
tvK kyr( )urul 

\UMI 

PiirpoM* lo um* vouil la// skilK uitfi ( tioreoyrapfiv 
UMI 10 

Purpose' !, V, Nif) shovun<uiNtiip umikj all prcviousk loarntni tochniquos 
an< 1 » ( >Ui »*p*^ 

I ' ' p»'rt* >r\, .1 la// ( (Mir^'rt 

Noil SiiM'^'^trd r.'trii'ru K^sar \/(n a! >la/y (\)fK epts MmNhavv Music 

And^'r>...n Ai// 'JM(/ S/if ( 7ro/r / /(jncihoo/v Hiiishav^ Mumc 
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Intermediate Level Vocal Jazz 
Ensemble — Sample Unit 

(Refer to Sample Outline Unit L p 85) 

Purpose 

To review correct vocal techniques and extend jazz inflections 

Suggested References 

Plank Jazz Choir WarmVps Aberdeen Musir 

Shaw VocqIJqzz St\^le Pak Hal Leonard 

Shaw Worm Dps for Jazz and Show Choirs Hal Leonard 

Strategies 

1 Have students warm up on appropriate scales and related chords using 
whole, half and quarter notes Attempt to attain balance, blend and good 
intonation 

2 Next, review rolled (swing) eighth notes 
A Then, sing inflections 

4 Students should listen to recordings illustrating inflections 

5 Rehearse the composition 

() Record the ensemble Play and discuss the recording 

7 A review of the articulations stressing accents in rhythmic combinations 

should be given 
H Sing the composition 



Senior Level Vocal Jazz 
Ensemble — Sample Outline 

(IMI 1 

I" mil' /(iiin- V to I Usinq Id// cuth ul.ith 

liMI J 

I'-upoM' I., [•» ^^ tiM' dud [irilonn dltrii^ti Jiouls mti'iuiis [^.issiik^ t-Hu^ 
^trr^Miuj ditu llld!lnn^ in vdiious rlivlliin pd!t»'ni^ 

UMI ; 

)M' I < 1 MitK )(1um' K'li-K tionu tt't liniqui's (u'V\'ilH'idlM )\\^ s\ nilu'si/i'd 
"^^'Uiui rt( I ,in(i us»' of tlu' souiui sv.sioin 

UMI \ 

l^urpoM- I (. prM« 'I Ml (. )inpnMtii tils u It! 1 innu' c ( )in[)lr\ iliv,tlHp <uul 

1 Idl Ml' )l lU"> 

('Ml . 

I*urp< .^»' I < , Mfiq dppn .pn.ili' m <u [idfti'ins diul rifN in mifnuvisdlh )n 
UMI n 

I'ti'p<)>>»' Im fvtrniillif njiu^i' i)l liviKunu cnnlml and Ioik* tojoui 

UMI ; 

Tuiposr I.Mnti"pn't d;idk/r .Hid [)^'rt()in) rxcHiipIrs oi voc.il m// fmni 
**d( fi »'id 

UMI s 

I*ur[)-.M' |.> i^HMi^iii/,' anak/r ,Hid conipau' tlu' ^kU' of inaioi la// uxalists 
and ♦'ns»'ni|>K'> 

UMI w 

'^'^'I^"^*' 1" i» rii. »n>'iati rai InHniiH^ ^K^tit unhIiihj and flu'nU'iit a! skilU 
UMI p) 

l'uip<.>>»' |.. appi'.. pnnt ipL'^ . ,( ],w/ U'i linkjUi's .Hid sik >uni.Hislii[) in 
I H-r*' Mian< . 

1" u--^ and f)rit. )tm a h<jl,Hii **d |)n n^iain 
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Senior Level Vocal Jazz 
Ensemble — Sample Unit 

(Ki'/i'f fo .S(ifri/./(." Oi(//i,it' f/Mif I /) S7l 

Purpose 

I < ) ri'Vii'U I Ik )!(i pr< Kj!i.'ssi( ms 

I ( ) ininnlu( c tht' V to 1 usnuj m// .utn uLjIh ms 

Strategies 

]^H k ) 

J Irij^ito .irtu ul.itK^n uii^e) ,iiui short Iknu'v tJtt.u k {dut) 

^> 1 islrti lit ,in<i u'lu'cjrso i houl pK >vjri'ssi( )ns 
I Appiv, ^ h( »ni pKMjirssions lo a vtaaliA' 
) lilrniifv ( In ml pit njrt'ssK nis in s^'Vi'!«jl s^'Kh \u ►ns 
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Intermediate Level 
Emphasmng Madrigal — 
Sample Outline 

IMu'H' 'fu-rr ,ir»' >in.jll nuinhris c )f ^tuilrnts in .m li< miNK \)u n^icun tlu- 
t< Aviiiq s,irn[)ir * aitliiu's .iik I units in.iv iis^'lul 

li.MI 1 

^irn^ C irrrk \\'\],u 111 lids n'v k'wiiu^ q< >oti t( nu* ,ui( 1 ( < >r uh I 

iMti' M iui »• ,jnJ siii*^ r )r'j, J I nun UsiiK^ I ( >ru'( t int< )n,jti( >ii 
MM I 

l*Mfp<»^»' I • ' inti' i( iu( I' Mrt ih'v<j| V f n ,il niUMi 

' lilt!' nUli ^' ill.* t< .! Ml . >I till' Miss 

' 'lis. tfh' ( iiliui*' i)t M»'{Ik'v<jI I uropi' 

' 'list Uss .jMii sllli^ pUH t's WsUUl s^H ulill ^( HUJ f( UUl .Jiul sl\ 

M»''lu'v,>l ilatlmiK iiKnlrs 

' -tU'k iUu\ iMllv Ki'll.JlsStJMO* niusu 

' I llM Uss tlu' I ultUM* ( A r<irlv H^M)(Uss*llK C I l.^IU r 

' 'iisc Uss jiul siiu^ pu*( I's fiom tlu' I'cirlv I fi'iufi 



[iMi ; 

PUI p< >s»' 



I'M I I 

I'U! p< 's» • 



MM I > 



• infi- M lu\ r ilir moirt (ind thf I rt'iu li tt'\t 

» >Ul<lv, ,JIh1 ^lliq It.ilhJIl K^'lUJIsSclIU i' IllUsU 

' 'iisi Uss tl)»' , ultur^' of Kt'n,i!s«vtjnc i' It.ilv. 

> Uss .uiil sjn.j l.jtr Itdlhui [<riMisvjn( »■ inusn 

• illtP niui r tlir It.jll.lll h'\t 

' ^fU'l^ ,JMil siiH^ I iMjIlsIl f^ril.ljsscJiK K' Iiuish 

> Mlih. « ultUH* of f<^Mlcllss,UU f ( IK^I.jmi 
'lls< Us^ MJul sHU^ tlu' I IKjIlsd UlcullK^.ll 

» ^tu Iv, tfu t< ii in ( )f tlu» lUcidnq.il 
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'4 



')() 



UMI n 



( Ml 



(IMl K 



stuJv, th»' I nltni*' < A ( )riin.jnv. *iiiniuj tlu' njiu* 
iniK niui i!u' ( irnn.Hi t*'\t 

slihlv, .iiul situ^ HcU< )qiu' I [k iiuiMi otCifMM.jnv I nr^u' ltdlv. 
uhi I nqhuui 

« • I* a 1 1 KM iilluu' » »t ( u'rni.inv. ciiui to iuIk uliu tlu' ' illuiv'^ < ^1 
r.un *■ It.ilv. iWvi I nql.wui (.iiininj tlu' {i,U(H|Ui' 

M ri'V u'\< .iiul *'\Ii'n(i BfW( Hjik' < >rn.iini'M!(i!ioii 

' } M iiK *• ifu' \( )Mn < )f < UK ) 

< < .itlt'ini I luu **M> .i!ui ( >i liston to suittihk' u- oitiiiujs <»f C lassical 

o I ( )ntt(ist I luunht'i \*k i\\ i-iisiMnbU' .in* i \f\n]*,' t hoi<il u« )lk^ fr< )tn 
Rt )tn.jntu <'u\ 

I T inlr( xiiici* lu*ti**i 

I ) siutiv, lilt N( >nqs fr( )in \\w ( i*'rni<Hi K< xiidiith l\ui<)ti 

o iiitrtM iiu ** th** ( ultur*' of Austrui iiiul C jiMitviiiv (it tlu' oiui < )f tlu' 
iMU'trrnth (\Mitui\. 

(» siiuj siiititl>U' si'lrt tioiw K'fniiny toiu* tjUtilitv. 
<) intiodut*' vo( ,il *Mist'inhK' nuiMt from tlu* 'Iwi'iitK'th C\'ntur\' 

M ( iis( uss I itit'tli ( I'lituiv t ullur*' (jiul itN mfluiMu i' upon tlu'si* 



ERIC 



Intermediate Level 
Emphasizing Madrigal — 
Sample Unit 1 

Purpose 

l<» iis( liss tIm . ulfu!. .! pir ( 'htisti.jn ( irrrk I'M 

I ' ' s'llM ( it.'t'k U tl.JLll' Is '»'\. .»"Aini^ q» M 1 !< »n»' .ill J hU'.Jtlllliq 
h » nit!^ njil. I' .\\"\ >inq . ritl'l^ U>]liq ( I )! h\ ! ilU( >lMtl' )ii 

Materials 

Suggested References 

/ /'sf. < if .\/ns;< InSi'Ufid '\ni icr\t at]il ( )nrnUii HirWhln] 

/'otTH V' •\Mf//o;o,^i, / ( ,r / /;,^/) ,S( /loM/s Holt Rl I U' f Uil t aiK 1 VV 1 Ilsl OJ i 

I'll' 't" M|nph> I or sill Irs i,'l,jt»*il to ifu' ( )H'*'k <i!ul K« nTUiii i'r.is q 
N'!)<l!*"v, h\ I hx' StH hi! iirnt Rt'h>juHis Lit*' I .mKujfi I )u kins( >n P^7-{ 

Krf*'! \' , ttu' s.ni)[)i»' M.i.iMq,jl K^prrtoii*' p[) 107 Ins 

Strategies 

1 I \pLiin J" I P.ii^r.jfn \. oi ,il Si airs ust'd m tMik ( )N*r( i- 

A iisc ussi. >M t oMipuriiv^ tfu* pfiil()S()[>fi\, brfiiiid ifu' ( uroks ^uw 

prrf. )rrTi»': ,in«i flu* ( jrrrks Ke*M,nsstiM( r M,in uoukl Ih' of iPti-rcsl U) 

thr sni(l»'!its 

1 ( sin.; >r< »«^r,iphs of shd^'s 'lis* uss insttunirnNjl ,u t < »n)[i<uutiU'nt 

♦ f 1.5V i sii ( k r» ti.i( Im )rf Is u'uiiii^ tfu . « -mi rprs , >f x I 

♦ * >:ujti' .jiul pr- )jH r iHr.jtli sijpp. - prrsmi ik >* itn »!ii 




( iiK'k'k chn>in<itK 



( jri'i'k riiharnioniL 




^ ifuartrr tonr ( sharpen l\ onr^quartrr tanr) 

Kevifc'w (iifc*ok It'tidchouU usiuy piefixfb "rii/' **n."" "ny. * to vow^^ls 

Oi' *<ih '* (K) ' to Jovt'lop yotxHip. lonyuo and pdUik* 
ri's( >naTK i' 

h [ \ti'ntl i\nd siny it'trjchords (conjunct and disjunct) 

7 hitroduti' () cantus fiunus in [he Donan (^^cck'siastic) modt* and havi* 
studiMits improvise paralld oryanum in unison, fourths, fifths and tKtavos 
to la Usiny proper tni'ath support and corrt»ct intonation (o y . ospocially 
< >t t<ivos) 

Assignment 

Ask studi'nts to vvnti.^ <i first spi»cit's cantus firinus for iheir volc^*^ m an 
i'cck^siastic nit>dt' 



Intermediate Level 
Empha^ng Madrigal — 
Sample Unit 2 

(Refer to Sample Outline Unit 2, p 89) 

Purpose 

To introduce Medieval vocal music 
To introduce the form of the Mass 
To discuss the culture of Medieval Europe 

To discuss and sing pieces using secular song form and six Medieval rhvthmic 
modes 

To introduce Latin text 

Materials 

Record player 
Slide projector 
Tape recorder 

Suggested References 

History of Music in Sound. Ancient & Onental RCA Victor 
Chant Gregonan Ace of Diamonds SDD2183 
Janson Ke\; Monuments of the History of Art Prentice Hall 
Refer to the Sample Madngal Repertoire pp 1{)7- 108 

Strategies 

1 Have the class sing the assignment u'lth emphasis on good tone and 
breath support 

2 Introduce the forms of the Mass 

3 Next, the secular vocal forms that grew out of the Mass could be 
introduced 

4 Lead the class in singing pieces wntten in the form of lai, virelai, rondeau, 
ballata and canon 

5 A discussion of the culture of France dunng the Fourteenth Century 
would be beneficial in promoting student appreciation and uiuierstanding 

h Discuss "ars nova" and its influence upon vcKal literature 

7 Introduce and ing melodies in the six Medieval rhythmic modes 
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8 Study and perform parts of a Medieval Mass (e g Machaut's Messe Notre 
Dame, Kyrie) 

Assignment 

Ask students to compose a vocal round or canon using Medieval rhythmic 
modes and perfect intervals 



Senior Level Emphasizing 
Madrigal — Sample Outline 

UNIT 1 

Purpose To rwit>w good tone quality and correct breath support using 
suitable Medieval and early Renaissance literature 

To introduce mensural, square and coloured notation, proportions, 
and C cief from the Medieval era 

UNIT 2 

Purpose To study and perform representativ/e choral literature from the 
Flemish School 

lo review the text of early Renaissance literature in Latin and 
French 

To review the te\t and fcxms of the Mass and motet 

UNIT A 

Purpose To study chromaticism and perform representative late Italian 
Renaissance vocal literature 

To invite a suitable choral ensemble to perform 

To review the text and form of Italian madrigals 

UNIT 4 

.Purpose To study and perform Baroque choral literature 

To study and review the forms of chorale, cantata and oratono 

To study and extend the use of Baroque ornamentation and apply 
It to Baroque music 

UNIT 

Purpose To study and perform Classical choral music 

To listen to chamber choir recitals (e g , CBC Radio and 
Television) 

UNIT h 

Purpose To study and perform Romantic choral music 
To review the form of the heder and art song 
To participate in a music festival 

UNIT 7 

Purpose Tf> studv and extend the styles of chromatic and whole tone choral 
music literature, e g . Wagner. Strauss, Debussy s and Rdvel s 
! rois Chansons 

To study the dissolution of toiiality 

UNITS 

Purpose To study and perform suitable choral music literature from the 
I\ventieth Century Suitable selections include Hindemith^s S/v 
Chansot)^ and BarioWs Folk Songs 
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UNIT 9 

Purpose: To study and perform suitable Canadian and Amencan songs 
To exchange and perform vocal ensemble with another group 

UNIT 10 

Purpose: To compile and perform a well balanced program of vocal 
ensemble literature. 
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Senior Level Emphasizing 
Madrigal — Sample Unit 1 

Ifxefer to Satnple Outhtw Ufut /. p 9F)) 

Purpose 

To review good tone quality and correct breath support using suitable 
Medieval and early Renaissance literature 

To introduce mensural. squ<ue and coloured notation, proportions, and 
C clef from the Medieval era 

Materials 

Record player 
Tape recorder 

Suggested References 

Chant Gregonan Ace of Diamonds SDD 2183 

History' ()/ Music In Sound, Ancient and Onentai Renaissance RCA Victor 
LM()()r)7 

Apel W The Notation of Polvphonic Music 900 1600 Medieval Academy of 
America, 1%1 

Refer to the Sample Madnyal Repertoire pp 107 108 

Strategies 

1 Reminding students to pay particular attention to good tone and correct 
breath support, have them review and sing Ctjntus firmus, parallel, free 
and melismatic organuin and perfect intervals in ecclesiastic modes 

2 Review and smg rhythms from the six Medieval rhythmic modes using 
prefixes "m". "n", "ng" to vowels "ay", "ee", **ah*\ "oh'\ "oo" 
keeping in mind the development of good resonance 

3 Intrcxiuce a survey of medieval notation, for example, Apel's The 
Notation of Pokphonic Music 900 1600 

4 I ranscnbe for voices For example, study and perform Isaac's Dico 
og(j, Obrecht s Kyrie * from Apel's 77ie Notation of Polvnhotnc Music 
'HX)-lfm 

) Review Renaissance literature For example study and perform Gibbons' 
The Silver Swan", Morley s 'Fire, Fire**, Wilbye s Thou Art But 
Young * or (jesual(i<;*s * Moro lasso"* 
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Assignment 

Ask students to study and perform a duet, trio or quartet (one voice per 
part), from the Renaissance 
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Senior Level Emphasmng 
Madrigal — Sample Unit 2 

(Refer to Sample Outline Unit 2, p 95) 

Purpose 

To v;tudv and pi'rform ri>pre*,oiitativt> choral literature from the Flemish 
School 

To review the text of earlv Renaissance literature m Latin and French 
To review the text and foims of the Mass and motet 

Materials 

Tape recorders 
Record player 

Suggested Reference 

Hisforv' of Music In Sound, Renaissance RCA Victor LM 6058 
Refer to the Sample Madrigal Repertoire pp 107-108 

Strategies 

1 Review and discuss the forms of lai. virelai. rondeau, ballata. canon, 
conductus and lied 

2 A French Mass. such as Ockeghem s *Missa Lhomme arme.** could be 
played and discussed 

i Study and perform a French motet, for example. Arcadelt's "Quand 
)e vous ayme ardentement '* 

Assignment 

Ask students to list other Renaissance motets 
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Choral Music 
Additional Resources 



Suggested Seating Plans 



Any concert choral music Si»t-iip is appropnato - \hv <mh' ilutt works host for 
<\ particular group should be use^i Standard sol up is stop risrrs Kt^ht'arsal 
sealing in a circle is ideal 



Traditional 



B T 

A S 



For junior groups who need the secunty of standing in sections 
2 Quartets are more visually pleasing and still fairly secure 

y O X ^ X g,rl 

Any combination of SATB 

A Small Groupings 

— good blend 

— easy to mix 

— visually interesting 

— ease of movement 

X o Ox 

O boy 

O X X ^ X girl 



X / \ X 



(Arrows indicate body direction ) 
4 Show Choir For charts with specific male-female choreography 

V 0 O O O V 

'\ X o o O X ^ 
^ X-0 X ^ 

Or vice-versa with girls in centre wedge 
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(^>mho PLu oniont " - ^ 

f - ■ - 

Combo ^fioukl tv a AV\K7' of liii' yioiip - not accx'ssoa' 
SoloiMs should aKf.<5VJ> conu' out to the front of the group If \\\\2Xs: <\w 

then they shoukl ht- in place f)t'/(>rt' solos so thou- aw no last ininuio 
ailjuslnu'riis 

Sugy».MiHl li\ichcr rcf^ reruv Anik'rson \\w Jo/y Show ( 7)o;r 
Hat)dh(H)k HinshfK^ Mijsit 
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Vocal Jazz Inflections 



Tcnn 

Tt'nuto 

Staccato 

Horizontal 
Accent 

Vertical Accent 



Notation DctcripUon 



0 



Ascending i P 

Glissando 1 • i 



Descending 
Glissando 



Fall Off 



Ascending Smear 



Ascending Smear 
Fall-Off 



Descending 
Smear 



Doit 



Plop 



The note is held for its full value 
The note is short but not heavy 

Stress IS placed on the note 
The note is strongly accented 

An upward slide between two pitches 

A downward slide between two pitches 

A descending slide that decrescendos 
and IS usually followed by a rest 

A slide into a note from below in which 
the pitch is reached just before the 
second note. The smear usually 
crescendos and is generally an interval of 
a minor third or less 



A smooth motion that usually ends with 
a long downward sigh I 'sually there is 
an upward crescendo and a downward 
decrescendo of an octave or more 



The inflected note is robbed of its piich 
value and is approached from above 
covenng an interval of a major third or 
less 

An ascending slide whose duration and 
distance can vary Usually mcludes a 
decrescendo near the upper end 

A quick slide down from a note that h a 
large interval above the second note 
Both pitches are accented 
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NoUfion 



DcKripfion 



The first note is maintained with a quick 
upward lift just betore a rapid drop to the 
second note A flip includes a crescendo 

An even movement between the note 
and a higher pitch (usually a major 2nd, 
but not more than a perfect 4th) The 
shake may increase in tempo and 
dynamics as it progresses 



A very soft rhythmical punctuation 
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Sample Vocal Jazz Repertoire 



Composf*/ Arranger Title 



Publisher 



Azelton, Phil 
Hendricks. Jon 
Kerr, Anita 
King. Waldo 
Kraintz. Ken 
Kunz. Jack 
Kunz, Jack 
Kunz, Jack 
Kunz, Jack 
Kunz, Kelley 
Lojeski. Ed 
Lojeski. Ed 
Lojeski. Ed 
Lojeski. Ed 
Lojeski. Ed 
Mattson, Phil 
Nowak. Jerry 
O'Kun, Lan 
Shaw, Kirby 
Shaw, Kirby 
Shaw, Kirby 
Shaw, Kirby 
Shaw, Kirby 
Shaw. Kirby 



When I Fall In Love 
Everybody's Boppin 
A House Is Not A Home 
Melbas Blues 
Goodbye Love 
If This Is A Dream 
Loving You 

There Oughta' Be A Law 

To Be In Love 

Hurry On Down 

An American Trilogy 

I Won t Last A Day Without You 

My Su)eet Lady 

This Will Be 

You Are So Beautiful 

Love !s Just Around The Comer 

Turn Around 

Like An Eagle 

Doctor Jazz 

I Return to Music 

Let There Be Love 

Lonesomt: Road 

Save The Bones for Henry Jones 
Their Hearts Were Full of Spnng 



Hal Leonard 
M KysarHinshaw 
Hal Leonard 
Studio P R 
M Kysar 
Hal Leonard 
M Kysar 
Jenson 
Hal Leonard 
Studio P R 
Hal Leonard 
Ha Leonard 
Hal Leonard 
Hal Leonard 
Hal Leonard 
Hal Leonard 
BBl/Warner 
Carl Fischer 
Hal Leonard 
Hal Leonard 
Hal Leonard 
Hal Leonard 
Hal Leonard 
Hal Leonard 
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Sample Madrigal Repertoire 



Composer/Arranger Title 



Arcadelt 

Des Pres. J 
Diemer 

de Lasso Barntt 
de Lasso Randolph 

de Lasso Klein 
Dunstable. 
tilers. Joyce 
Fissinger. E 
Gesualdo. C 
Gibbons, O 
Gibbons Deller 
Handel Grey^on 
Handel. G F 
Hannisian. Ray 
Hassler. H L 
Henson. Rev 
Hindemith P 
Hirt 

H(;vland 
Krone, M 
Lotti Eh ret 
Machaut. G 
Matyas Seil')er 
Monteverdi. C 
Morley. T 
Morley Greyson 
Morley Hirt 
Ockeghem 
Palestnna 
Petti. Anthonv 



Pfautsch. L 
Pitoni Greyson 
Praetonus Greyson 
Purcell 
Ravel. M 
Robertson. Ld 
Rota 

Scandello Cirevson 



Quand je vous ayme 
ardentement 

MissG Pange Lingua, Glona 

Three Madngals 

Matona, Louel^ Maiden 

Man CoeurSe Kecommande 

a Vous 

O Bella Fusa 

Ave Mans Stella 

T/iy Will Be Done 

To Eueiytbing There Is a Season 

Moro Lasso (Madrigal) 

The Stiver Swan 

The Silver Swan 

Onetur Stella 

Selections from "The Messiah" 

Song of the Sea 

Oh, The Good Life 

O Magnum Mysterium 

Six Chansons 

Farewell, My Loi;e 

The Glory of the Father 

Ave Maria 

Miserere Met 

Messe Notre Dame. Kyne 
Three Hunganan Folksongs 
Excerpt from "Dido and Aeneas * 
Fire, Fire 

Now Is The Month Of Maying 

Since My Tears and Lamenting 

Missa L'homme Arme. Kyne 

Lauda Sion (Motet a 4) 

Chester Motet Books 

(b vols . German. Spanish, etc 

12 titles per vol ) 

Mustek's Empire 

Cant ate Domino 

Psallite 

Excerpt from "Dido and Aeneas ' 
Trots Chansons 
Dream A Dream 
Summer is Icumen In 
Little White Hen 



Publisher 

Omnibus. Pt 1 
Omnibus. Pt 1 
Carl Fischer 
Novello 

G Schirmer 
G Schirmer 
Omnibus, Pt 1 
Loreni! 
Jenson 

Omnibus, Pt 1 

Omnibus, Pt 1 

G Schirmer 

Bourne 

G Schirmer 

Studio P R 

Theodore Presser 

Jenson 

Schott 

Carl Fischer 

Walton 

Warner Bros 

Boosey & Hawkes 

Omnibus, Pt 1 

Curwcn 

Omnibus, Pt 1 

Omnibus, Pt 1 

Bourne 

Carl Fischer 

Omnibus, Pt 1 

Omnibus, Pt 1 

Chester 



G Schir/ner 
Bourne 
Bourne 
Omnibub, Pt 1 
Durand 
Studio P R 
Omnibus, Pt 1 
Bourne 
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Composer/ Arranger Title 


Publisher 

" - — - — 


Scarlatti/ Greyson 


Exultate Deo 


Bourne 


Smith, Gregg 


Blow the Candles Out 


Cj Schirmer 


Vaughan Williams 


Sweet Day 


Galaxy 


Vecchi/ Parker 


Fa Una Canzona 


U Schirmer 


Victoria/ Martens 


Exultate Justi In Domino 


Walton 


Vivaldi/ Martens 


Domine Filis Unigenite 


Walton 


Vic, C H. 


It Is A Great Day of Joy 


Bourne 


Willan, Healey 


/ Beheld Her, Beautiful 






As A Dove 


Oxford 


Wilbye 


Thou Art But Young 


Bourne 


Young, Gordon 


Patience 


Richmond Press 


Zaumeycr, John 


Alleluia 


Warner, M. 






Witmark & Sons 



Choral Vocalizes 



The following vocalizes have been included to assist the teacher in teaching 
choir classes No ^ (eis^ending scale) should not be attempted before other 
warm-ups are nastered The vcxralizes should be sung in the key of the song 

1 Sustain 'm" for lip resonance (a) spoken (b) sung 



2 Su«itain * n** for tongue (tip) and hard palate 



3 Sustain "ng * (as in hung) for soft palate resonance 



4 Using the above consonants as prefixes, sustain vowels in mid-range- 
^ *'ay** * ee" "afi * * oh" "oo" 



O O €> 4> ^' 



4 
4 



m(i\ 



w « o o o 

' -m,/," -„^r,n- 'V.. 

v5 Sing above No 4 on five note scale (descending first) 



I 



^ - -> o ^ ^ " 

"'n.n m.'i' nui\ mnh • moo" 'Vf,f/v mrr mns mnh - m*»; 



b Sing (No 5) using * n'* as a prefix (tongue resonance) 

7 Sing (No 5) using ng** as a prefix (palace resonance) 

8 Sing No 5 on nine note scale adding rhythmic variations and key 
signatures. 



' • • • ^ • , - 

9 - 



10 Sing (No 9) using *'n'* as a prefix, using "ng** as a prefix 



Vocalizes 



A. The following simple exercises are extremely valuable for developing 
beauty of tone and security of intonation Singers should listen constantly 
for a uniform vowel sound. Proceed by half steps, upper limit F. lower 
limit C (Use piano sparingly — mainly for testing.) 

I' u 0 1 = 0 i 0 ; --li' i = -i'-p. oi ■ i 



fifth 
nrr 



noh. 



\(>h mth 

\nh >l^ 



nt h 



n ah 

nh 



9 



noh. 



B For developing nasal resonance 
C For increasing the compass 



Uo- sii hrl-lii. Ho s r hrl 



Itt, hii. hn . hit, hn. ha. 



D Quick and useful warm-up exercise (Can be adapted to suit any 
combination of voices ) 

Advantages Sense of harmony, blend, ensemble developed 
Saves much time in a busy rehearsal schedule 

Directions Proceed upwards and downwards by semitones, gradually 

increasing the range Avoid forcing either the high or low parts. 
Always listen carefully for uniformity of vowel sound Vary the 
dynamics frequently. 
Any vowel sound or Alleluia* 



-5^ r? 



f 9 ^ 

\/ - lu wl. \/ Ir In 1,1 



lg ^ = g ^ 



V ^ 8 



E For projection, frontal placement 
Good diaphragm exercise 



I 



f I tf^ ^ 8 8 



I i 



8 



h., hrr }„■,■ h,-,' hi, ../. 
/i,n I , I, I 
luth irli I 



I'li'Tiit lihi III) 
\l Ir lu 
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English Diction 



The fcllowmg are intended as general hints only 

In singing it is necessary that words be enunciated and articulatgdjm/ch 
more carefully' than in ordinarv speech, if their sense is to be conveyed 
meaningfully to the listener 

CONSONANTS 

These should be articulated with clanty. both at the beginning and end of 
words Consonants with pitch, such as M. N. Ng must be sung exactly in 
tune The explosives, such as P. T. K often take too much breath because of 
lack of muscular control in the throat and mouth The initial R of a word 
should be slightly rolled This helps to project the following vowel. Bring The 
final R. however, may be treated as a "vanish ", almost imperceptible 
Father Fah-thu(r) 

VOWELS 

^ake sure there is absolute uniformity of pronunciation among the singers 
Any lack of unity results in unpleasant tone quality, lack of clarity, or both 
Much patient practice and careful listening is necessary to achieve this unity. 
Diphthongs — When two vowels sounds are involved, sustain the main one 

and treat the other as a vanish 

HOW - HAH - -(db) 
I - AH -(i) 

MUTE - (mi) - oo - - 1 

Tnphthongs — The same principle applies 
POWER -~- PAH -oo-uh(r) 

GENERAL 

Colour the words with the imagination Avo.d syllabic singing, where each 
syllable and word receives the same intensity ' ean on the more important 
syllables or words in the phrase 

eg.! wonder as I wander out under the sky 

I WONder as 1 WANder out UNder the SKY 
When THE precedes a consonant, minimize it as thi' This little word 
generally receives far too muc.i prominence 
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Latin Promndation 



As much of our best choral music is set to Latin texts, all choral directors 
should be familiar with acceptable pronunciation The following guide is 
based on the Italian pronunciation of Church Latin generally used on this 
continent and in England. 

VOWELS 



A 


— ah 


as 'mNatum 


(Nah-toom) 


E 


— eh 


as in verum 


(veh-room) 


1 


— ee 


as in tibi 


(tee-bee) 


0 


— oh 


as in dona 


(doh-nah)) 


U 


— oo 


as in tuum 


(too-oom) 


AU 


— ow (ah oo) 


as in gaudete 


(gah-oo-deh-teh)) 


AE 


— eh 


as in laetare 


(leh-tah-reh)) 


OE 


— eh 


as in coe/i 


(cheh-lee) 



CONSONANTS 

C — ch as in chose, when preceding e. 1. ae^ oe, as in pace (pah-c hav) 

— k as in king, when preceding a, o, u, au, and before consonants* 
corda (kor-dah), Christe (Kree-steh) 

CH — K as in cherubim (kay-roo-beem) 

G — when preceding e, i, oe, ae, as in gen/tori (jeh-nee-toh-ree) 

— hard g when preceding o, u, au, or consonants as in virgo (veer-goh), 
gratia (grah-tsee-ah) 

H — silent, except for nihi/, mihi where it has the sound of k (nee-keel) 

J — y as in jubilo (yoo-bee-ioh); Jesu (Yay-soo) 

SC — sh, when preceding e, i, ae, oe, as in suscipio (soo-shee-pee-oh) 

— sk, when preceding a. o, u and before consonants: esca (ays-kah) 
scnpto (skreep-toh) 

TH — t as in Sabaoth (Sah-bah-oht) 
XC — k'sh as in excelsis (eck-shel-sees) 

T — as in English, except before ia, ie, io, iu where it has the sound of ts as 
1.1 Jubildtio (yoo-bee-lah-tsi-oh) 

Greek words often found in Latin texts: 

Kyne eleison (Kee-ree-eh eh-leh-ee-sohn) 
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French Pronundaiion 

VOWELS 



French 


English 




Example (French) 


A halfway betwt*en pat and palm 


salle 


r\ 15 pronounct?o iiKc 


ah 


palm 


classe 




ay 


lotc 


tciii, eiiiiv/. papier 


E IS pronounced like 


eh 


met 


elle. reyle. fais. fenetre 


1 IS pronounced like 


ee 


machine 




0 IS pronounced like 


oh 


hope 


stylo, beau 


0 IS pronounced like 


ah 


auctiot) 


votre 


U is pronounced like 


()() 


monn 


nous 


MIXED VOWELS 








EU 0 






bleu 


EU OE 




burr 


professeur 


E 3 




later 


le 


U Y 






etudie 



NASAL VOWELS 

— 7K — 



£ 

6 

OE 

SEMIVOWELS 

J 

W 
H 

CONSONANTS 

B similar to English 

D 

F 

G 

K 

L 

M 

N 

P 

R 

S 

T 

V 

Z 

Consonant symbols 
requiring attention 

S 
N 
Z 

H IS alwavs silent 



ive 



Approximate 
English equivalent 

sharp chaise 
onion campayrie 
pleasure je corny e 



dans, novembre 
cinq, bien. americain 
mon 
un 

fille. violet, crayon, etudie 

oui. moi 

huit 

C»elle 
dormez 

fran<;:ais. photographie 

gomme, exact, guide 

avec, craie, expliquer, qui 

livre, ville 

moi, commencer 

une 

professeur, apprenez 
regardez 

salle, fran<;:ais, ce, brosse, si 
autour, question, cette 
vous, wagon 
chaise, on^e. deuxieme 



French Pronunciation Sample 



A wealth of vocal ensemble literature includes. Debussy's Trois Chansons 
Ravel s Trois Chansons: and Hindemith s Six Chansons, not to mention the 
music of French Canada 

**Un Cygne * ( The Swan*') from Hmdemith s Six Chansons isa suitable 
sample SATB selection for vocal ensemble 

"Un Cygne ' 

Un cy - gne a - van - ce sur l eau tout en - tou - r^^ - 

1 Un see nyuh Sh von se syr low too ton too ray 
A swan is breasting the flow All in him - self 

' de lui - me - me com me un glis - sant ta - bleau. 

2 du looee memuh kuhmuh un glee son tah blow 
en - fold - ed Like a slow mov - ing ta - bleau 



ain - 5l — a — cer^ 
3 an see a sair 



tains — rrr^ 



st(3i ltd uTi e tre 
ston uh netre 



tan zan ston uh netre ke Ion 
And so. at some time or place. A ioved one will be 



ai - me est tout un e - spa - ce mou - vant II 

4 eh muh ay too tun eh spa suh moo von eel 
mold - ed To seem like a mi - grat - ing space. Will 

se rap - pro - che dou - ble com - me ce cy gne qui na-ge 

5 suh rah prah shuh doo blay kuh muh suh see nyuh kee najshuh 
near us float - ing re - dou - bled As a swdn on the riv-er 

sur no - tre a - me trou - 
b syr nah tre hah meh troo 
up - on our soul so 

ble - e qui a cet e - tre a - jou - te la trem - blan - te i - 
7 blay - ay kee ah seh teh tre hah jshoo tay la trom blon teh ee 
trou bled. Which swells it by ad-di-tion Of a wraith a - 

ma - ge de bon - heur et de dou - te 
H mah jshuh duh bown er ay duh doo teh 
quiver With de- light and sus- pi- cion 
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German Pronunciation 



VOWELS — CWnerally speaking German vowels are 
German English 

long A IS pronounced like a in father 
short A IS pronounced like a 



long E IS pronounced like a 

short H IS pronounced like e 

long I ' IS pronounced like i 

short 1 IS pronounced like i 

long O IS pronounced like o 

short O IS pronounced like o 

long U IS pronounced like oo 

short U IS pronounced like u 

El IS pronounced like i 

IE IS pionounced like e 



m father (but) 
much shorter) 
m late 
in pet 

in tnachtne 
in pit 
in o/d 
in ought 
in moon 
in put 
in eye. 
in ee 



either long or short 

Examples (German) 

aber, habe. Tag, ja 

acht. falsch. 

Ball, danke 

geht. zehn, Leben 

sechs, eU, Herr, es 

Ihnen, dir 

ich. nicht, bis, bitte 

so. schon 

gott, noch 

gut. nur, zu 

und. Mutter, warum 



UMLAIJT;S— Thf>RnMnd.>H Voa>^k A D n 
A is pronounced like eh in ha\, 



^ahlen 



0 is pronounced like oo^ee in moon (lips) ^ sweet (tongue) - zwolf 
U IS pronounced like i \nshin Schuler 

CONSONANTS — Generally speaking German consonants are 
pronounced about the same as in English except with greater force 
However, the following letters differ 

German English Examples (German) 

d IS pronounced like t when the 'd" comes at the end of a word und 

ja. jetzt 

when the "s * comes at the beginning of a 
word sie, sieben. sehr, sind 
Schuler, falsch 
vier, wieviel, viele 
wie, zwei, zwolf 
zwei, zehn, zwolf, zahlen 



sch 

V 

w 
z 



is pronounced like y 
IS pronounced like z 

IS pronounced like sh 

IS pronounced like f 

IS pronounced like v 

IS pronounced like ts 



ACH — The sound spelled **ch * in the word acht is known as the 
ac/i-sound It resembles the sound you make when you gargle, i e , acht, 
auch 

ICH — The sound spelled "ch * in nchttg and '^ig * at the end of the same 
word IS known as the ;c/i -sound. It resembles the English *h * in hue, but is 
produced more forcefully and with a good deal of breath 

Silent H — The letter "h * in the middle of a German word is silent The 
vowel m front of a silent is always long, i e , Lehrer, zehn, sehr, zahlen 

At the beginning of a word, however, **h * is pronounced as in English, i e 
haben. habe, hat, hier 
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BEST Crry f. r L«5Lt 

German Pronunciation 
Sample 

A wealth of vocal ensemble literature includes German "lied ' from the 
Renaissance, Baroque, Classical and Romantic eras Where no English 
phonetic equivalents exist, approximate pronunciations have been given 

■"Her/iieb Zu Dir AII;Mn ' ( 'O, Dearest Love of Mine' ) by Hans Leo Hassler 
IS a suitable sample SSATB selection for vocal eiisemble 

^Herzlieb Zu Dir Allein" 

(Boston Music Co , 1^>7()) 





,li 


j1 




h' \,\'\ II 


iJ N,j( lit 


m. in 




i. 








int N.jh. ht 




( ) i. r , si , 




• -t 


IP „ 1 


■...,| v.. 






sm Is , 








iitniiit '1" 




r.iu u n 










'lint in* 






\ Mi' ',.1 




, « 












I t, 




» ! 




.1 ^ 1 1 








Dili II 


.Jil J.n 


h. M I)lll«' 












^ . lUt Kl>> 






ull T- 




.'il 




in I) l't>. 


.m !.,> 


1 n 


tlU'ltl 


U y " f f.t 




I V 






1 llll dull 


tnin< 


r. 'iir 








ti'. li.'.Jll 


. . iM|.'> f< 1 





iM 1.,. In 


nu iM 


Ml! 


in in 


U li 1 Ml 


K' h.-n 




.in 1 n 


• U 


it, I i.ihs 1 In, 


tu'i nun* 


Mil 




•1 ,|t In. » . 


l.K h.Ml 


biN 


,ilin kl,ili> 1 n 






t'- nif 


1.. 


'.h.ii* 1 'Ui 






un 


til Ak\\\\\ V (.rn.'> 


I' • 


" , ' 1 )'f ri jl' 








I U'lli K'\ 


'I. n v\il 


1. 


Il Nrir Mil 




in. iK V h.itil. 


1 h ni!i 'i 


11* 




Dm. 


Mill, \.i!I 


t» 


h /uu Mit 




-M. |>. ,u.M 


T,, 








k vmI 


1 






1 M. h.u' 


*li i. 






.t.,s In 


<ii nu in 




,in 'li> f n 


«l< 


i..,' iM i '.'It 


t>. i IK 


tH l! 


Pis ah'. 


.l,iti> 1 11 




I>|s 


•llll! li.iliN 1 n 




sh 11. < .u- . > 


r.'l Mi- 




u'l tM !r.itl) 


( 1 >Mli s 


!• > nu" 


iin ' 


I »i.'.itli I < 'III, > 


t< > 




ll, 1 • 




'J It 


', hl> 


■ m < 




i n 't Mit'i! 






IM ! • 




t>. » 1 . 




.ihM 


i.ih 


1 M >iuli tltlMi 




sh.i, 








t >. lit' 


iti d.Mtli » 


' 'Hit 


N to in. 





• Pr< >!!' uin II .jN in tlu' \ wn< h M/f 
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Italian Pronunciation 



VOWELS 

lteli«n English 

A IS pronounced like ah in father 

U IS pronounced like oo 

1 IS pronounced like ee 

(close) H IS pronounced like ay 

(open) E IS pronounced like eh 

(close) O IS pronounced like oh 

(open) O IS pronounced like aw 



in boor 
m feet 
in date 
in met 
in hotel 
in thaw 



Examples (Italian) 

data (dah-tah) 
statura (stah-too-rah) 
tunsta (too-ree-stah) 
teatro (tay-ah-troh) 
problema (proh-bleh-mah) 
colore (koh-loh-ray) 
opera (aw pay-rah) 



CONSONANTS — Most Italian consonants are pronounced like English 
consonants, however the following need special attention 



Italian 

C before a. o. u. or any consonant 
C before i. or e 
CH IS used only before i. or e 
G before a. o. u. or any consonant 
— G — b g fo r g 1 



■nrr 

GH IS used only before i, or e 
H (except gh and ch) is always silent 
R IS trilled with the tip of the tongue 
S !s like English i as m see 
Z Is like English ts in its 



English 

King • k * 
chum "ch ' 
cough ' k ' 
good "g * 
John 'V 
good g* 



Example (Italian) 

colore (koh-loh-ray) 
centro (chehn-troh) 
chimica (kee-mee-ka) 
gloria (glohr-yah) 
generale (jay-nay-rah-lay) 
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Building the Voice — 
Sound and Sensation 

1 Activate the Proper Physical Responses * 

a Posture "forward ", equal foot space, "ride high" on stance (be aware 

of the sitting positions for rehearsals) 
b Body relaxing 

1 ) neck movement. 2) upper chest movement — use arms. 

3) waist bends. 4) steps in rhythm 
c Air flow 

1 ) panting exercise. 2) yawning sensation. 3) controlled release 
of air. 4) "lift" — "tuck-in" — abdominal muscles. 
5) support (interpret) 
* always try to deal with a physical involvement — even on tonal 
response 

2 Inception of the Tone. 

a Begin with an "SSS" sound for control of air release (use a specified 

number of counts to inhale and to exhtJe) 
b Work with the mid-register to establish a free/Of)en sound, i c . "baht - 

baht - baht - baht - bahhhhhhhhhh -t" (Begin around F-G-Ab ) 
c Bnng the "SSS" sound into a pitch, i e . "SSS — EEE" (have 

students feel the "sensation of this sound") 

3 Chest or Lower Voice Register Exercises 
a The "glottal scrap fry" 

1 ) simply develop the control of m release into vocal fold response 
(phonation). then to a pitch (work below C) 

2) maintain the "lift" or direction through the release of the tone 
b Single notes (beginning below the primary break) chromatically 

on "ah" should develop and detach the lower from the mid register 
(use "ah" mostly, maybe some "oh" and occasionally "oo") 
c "Fall into" the sounds — begin on F or E and descend in 5-tone scale 
patterns, using "ah" with a slight crescendo 

4 Head or Upper Voice Register Exercises 
a **Sigh-yawn" approach 

1 ) sigh and carry into a yawn in a fairly high register, then develop in 
single notes or 5-tone scale patterns 

2) use lots of air — develop the sensation not an immediate "nice 
tone" response 

b "Bounce" into the upper register — on a major tnad. develop a rapid 
1 response, with "lift into" and accent on the 5 (Use the vowel 
"oo" and sometimes "ee * ) 

c Whistle register the falsetto 

1 ) go above the break and work single notes with the men — 
use "oo" . 
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2) go above the regular singing registei and make a single-noted 
sound that is similar to a * whistle** (This is really the same vocal 
response that the men have in falsetto — what is left of the voice 
since it made its vocal change ) 

3) CAUTION — the throat may close easily here Work with care and 
work only with the proper sound response 

5 Mutation — Coordination of the Registers 
a Emphasize the use of the "oo" vowel 

b Work from one register "across** the break into the next register 

c Develop full awareness of the sensations and sounds' 

d Use "oo** — major chord ascending, dominant 7th descending 

e Use • ee * for false whistle into mid 

f Use "ah" chest into mid 

g Develop a quality of sound on a comfortable pitch and work to 

establish this same quality throughout the voice range 
h Discuss and expenment with the larynx position 

b Tune Your Choir 
a Build major chords 

1) voice from the root to the octave, octave to 5th. 5th to 3rd 
(always try to sound or voice the chord from the bottom) 

2) double lower octave, when possible 

3) change the vowels 

4) work with **m*' **n** to lead-into vowels, and with "t** "d" to 
establish a proper release 

b Expand into minor chords (move by semitones) 
c Develop major 2nd 7th intervals. (Teach as inversions of intervals ) 
cl Work on attacks releases constantly (Encourage a physical 
movement with hand gesture to get proper vocal response ) 

7 General Vocal Exercising Comments, 

a "Lift** (buoy up) the sound ("hook-up" — "tuck-under", etc ) 
b Dilated throat — space in the upper pharyngal area (openness — 
lift the palate - "^x the tongue) 

c "Direction of soui.J" — flow "toward and away-from* a 
great phrasing' 

d Shape the mouth to encourage the vowel sound desired — but 
Sing the vowel* 

e No head motion is necessary* 

f- "Sip** the air "Blow** the tone' 

8 Comments 

a Work each day (rehearsal) — work correctly and regularly' 
b bsten' (Hear what is happening, not just what you want to hear!) 
c Establish a "mold" of sound or a basic sound that you wish to 
rehearse or continue to "shape** 

119 

ERLC 



Teach energy in each rehearsal! (Be alive with energy!) 

(You cannot sell what you yourself do not believe in!) 

Be patient: Some days the sound may be there in 3- 10 minutes 

in other days it will not develop in even half an hour 

Build the voice! 
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Teacher Reference Books — 
Choral Music 

Arkis & Schuman THE CHORAL SINGER 2 vols Fischer 

Designed to develop sight singing and to increase knowledge of music 
theory Rhythmic and tonal patterns, two clefs, modulations, solfegge. 
style and chromaticism 

Ashford A PROGRAMED INTRODUCTION TO THE FUNDAMENTALS 
OF MUSIC Wm C. Brown 

Comprehensive programmed theory text presented in small units with 

provision for immediate feedback 

Barber. Joyce et al ABC CHORAL ART SERIES 4 Vols Amencan Book 
Company 

Teacher guide accompanies the senes Volume l-IV SATB. records 
available Vol I — Rehearsal. Intervals. Rhythm. Melody. Harmony. 
Colour and Symbols Vol I! — Comparative Styles of Renaissance, 
Baroque. Classic. Romantic. 2()th Century Vol ill — Physiology of 
sound production. Rhythm. Melody. Harmony. Texture. Form. Design. 
Colour Timbre Vol iV — Music 15th-2()th Century. Synoptic table. 
Bibliography. Indexes 

Benward Se^agrove PRACTICAL BEGINNING THEORY 
Wm C Brown 

A source of reference and examples for properties of sound, theory, 
intervals rhythm, melody and harmony Sight and ear exercises 

Penward WORKBOOK IN ADVANCED EAR TRAINING. 
Wm C Brown 

Very comprehensive, sequential ear training book that deals with all 
aspects of music including contemporary sound 

Benward SIGHTSINGIhG COMPLETE Wm C Brown. 
136() graded a ^d progressive sightsinging exercises and 87 
compositions Systems include moveable doh. letter names and neutral 
syllables Examples develop an understanding of style, form, analysis, 
musicianship and tonalities. 

Berger ELEMENTS OF CHORAL PERFORMANCE Sam Fox 

Designed to teach musical notation to beginners Contains 100 graded 
examples so theory can be put to immediate use 

Boyd TtACHING CHORAL SIGHT READING Parker Publishing 
A step- by- step approach at every grade level 

Chnsiy EXPRESSIVE SINGING 2 vols Wm C Brown 

Vol 1 contains guidance, technical principles, exercises and basics of 
mterpretdtion Vol 11 contains pedagogy, production theory, technic, 
style and interpretation, some repertoire and principles of 
accompaniment at advanced levels 



Decker & Herford. Ed CHORAL CONDUCTING 

A SYMPOSIUM Prentice-Hall 

A thorough examination of all aspects of choral training Numerous 
theories of tone and diction, rehearsal techniques, choral musicology. 
2l)th Century repertoire.. score preparation 

Denes & Pinson THE SPEECH CHAIN Doubleday 

Reference on the physics and biology of spoken language Introduction 
to anatomy, physiology, physics, psychology and linguistics Spoken 
communication can be directly related to music composition, as well as 
production for instrumentalists and singers Precise and clear diagrams 
on anatomy 

Ericson et aL CHORAL CONDUCTING Walton MusiC 

Problems and techniques of conducting with specific examples 

Green & Pooler SOUND AND SYMBOL Pro Art 

Theory book including increased musical understanding to aid in 
expressive performance 

Greene THE NEW WO/CE. HOW TO SING AND SPEAK 
PROPERLY London Chappell Music 

Comprehensive information on vocal production 

Hegyi SOLFEGE ACCORDING TO THE KODALY CONCEPT Kodaly 
Pedagogical Institute 

Complete manual of the Kodaly pnnciples with specific examples 

Hill & Searight STUDY OUTLINE AND WORKBOOK IN THE 
ELEMENTS OF MUSIC Wm. C Brown 

Comprehensive theory workbook of musical elements 

Hill & Searight ELEMENTS OF MUSIC Wm C Brown 

Basic theory text, comprehensive exercises for student use in choral 
music 

Jipson THE HIGH SCHOOL VOCAL MUSIC PROGRAM Parker 
Publishing 

Step by step guide to organizing a secondary music program Detailed 
instructions on developing vocal concepts and skills. 

Klem & Schjeide SINGING TECHNIQUES National Music 

Complete pedagogy with practical exercises to develop resonance and 
vowel formation 

Kodaly FIFTEEN TWO-PART EXERCISES Boosey & Hawkes 
A progressive course in two part singing 

Kodaly L/:T US SING CORRECTLY Boosey & Hawkes 
IX-'signed to produce good intonation with sight reading 

Kodaly 333 EXERCISES Boosey & Hawkes 

Exercises related to voice production and sight reading techniques 

Lamb CHORAL TECHNIQUES Wm C Brown 

Detailed descnption of rehearsal techniques, conducting techniques, 
organization and management, and selection of repertoire and 
programs 



Undecker CREATIVE MUSIC THEORY Allyn and Bacon 

Music theory book with musical excerpts to develop notation, sight 
reading, rhythms, intervals, key concepts and harmony 

Niblock & Hutcheson MUSIC FOR THE HIGH SCHOOL 
CHORUS Allyn and Bacon 

Extensive examples of choral music from Medieval to contemporary 

Each selection provides an explanation Generally SATB 
Peters & Yoder MASTER THEORY SERIES, BOOKS 12,3 Kjos 

Series of workbooks containing exercises to develop a knowledge of 

musical rudiments 

Red CHORAL SOUNDS. INTERMEDIATE CHORUS 1 & 2 Holt. 

Rmehart and Winston 

Choral selections m 2, 3 and 4 parts ranging from early to modern eras 
Sections on theory, posture, breath control, diction and intonation 
Notes on interpretation and choral technique for each selection 

Red CHORAL SOUNDS, ADVANCED CHORUS BOOKS 1 and 2 

Holt. Rinehart and Winston \ 

A vanety of fairly difficult selectionj^ Book 1 contains style and 
interpretation of contemporary music 

Reimer. et al MUSIC FOR CHORUS, BOOKS 1,2,3,4 Silver Burdett 
A series of modules that are developmental in difficulty Recordings 
available Range charts for each selection 

Robinson & Winold THE CHORAL EXPERIENCE Harpers 

Very comprehensive book detailing the histoncal choral experience, 
rehearsal techniques, performance, musicianship and conducting 
techniques 

Schirmer. Ed FIVE CENTURIES OF CHORAL MUSIC Schirmer 
Collection of choral music representing major styles and periods from 
Dowland to Barber 

Stanton THE DYNAMIC CHORAL CONDUCTOR Shawnee Press 
Discuss choral tone, rehearsal devices and choosing repertoire 

Staples LETS SING PARTS Mills 

A traditional collection for SAB Provides some useful strategies for part 
singing The baritones usually have the tune or a simple bass part 

Tait CHORAL PERFORMANCE, ZONE 5 SERIES A, B, C. D 
Addison-Wesley 

A senes designed for grades 9-12 Each book contains seven units tone, 
melody, rhythm, harmony, texture, tonality and form Units contain 
objectives and evaluative cntena Selections encompass early to modem 
choral workb 

Wilson ARTISTIC CHORAL SINGING Schirmer 

Styles of choral literature, interpretation, conducting techiuques. vocal 

training and lists of choral collectioris'and recordings 
Zanindh HEARING AND SINGING Shawnee Press 

A pamphlet to develop the ability to hear pitch and intervals and to sing 

them Presupposes a visual understanding of notation and develops a 

vocabulary of intervals 
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Teacher Reference Books — 
Vocal Jazz Ensembles 

Anderson THE JAZZ AND SHOW CHOIR HANDBOOK Hinshaw 
Music 

Comprehensive reference book dealing with all aspects of Vocal Jazz 

Konowitz VOCAL IMPROVISATION METHOD Alfred Publishing 
Develops a vocabulary of jazz riffs, scat singing and jazz inflections to 
enable students to improvise freely 

Kysaretal. VOCAL JAZZ CONCEPTS. Hinshaw Music 

Instructions on vocal jazz arranging, the rhythm section, ornamentation, 
improvisation and a list of references 

Plank JAZZ CHOIR WARM-UPS. Abr rdeen Music 

Vocalizes using the jazz idiom which include sound control, intonation, 
intervals, chord progressions and diction 

Shaw WARM-UPS FOR JAZZ AND SHOW CHOIRS Kirby 

Vocalizes applicable to jazz techniques and voicings 
Shaw VOCAL JAZZ ST /L£ PAK Hal Leonard 

Pak includes cassette. 20 student sheets and teacher guide Basic jazz 

styles and inflections as well as pertinent examples 

Spera JAZZ IMPROVISATION - BLUES AND BASIC LEARNING 
UNLIMITED Hal Leonard 

Basic improvisation techniques in making chord changes presented 

sequentially. Treble Clef 

Vandrc SIGHT READING FUN FOR SAB Books 1 -4 Belwin-Mills 
Collection of part songs to develop sight reading skills 
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Learning Outcomes and 
Content for Strings 

By the end of Stnngs 12 the student should have facility in the followinq 
L*2aming Outcomes 



Learning Outcr>mes 

• TECHNICAL COMPETENCY 
The student should be able to 
display competency with the left 
hand 



• The student should be able to 
display competency with the right 
hand 



• ARriCUlJXTION 
The student should be able to 
demonstrate and apply 
articulation techniques 



• THEORY 
The student should be able to 
understand the symbols and 
technical terms of music and 
display competency in their 
application 



Content 



• secure intonation 

• major and minor scales and 
related arpeggios 

• first through third position 

• Vibrato 

• double-stooping (3rds. 6ths, Sths, 
octaves) 

• chording 

• chromatic scales 

• detache 

• martele 

• spiccato 

• grand martele 

• pizzicato 

• rhythmic slurnng and detache 
combinations 

• con sordino 

• senza sordino 

• staccato 

• attack 

• accent 

• release 

• tenuto 

• dynamics 

• tempo indications 

• accidentals and enharmonic tones 

• syncopation 

• phrasing 

• balance 

• simple, compound and irregular 
metres 

• modes 

• interval study m varying 
applications both vocally and with 
the instrument 
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Learning Outcomes 



• THEORY (continued) 



• HISTORY 
The student should be able to 
listen to, analyze, interpret, 
discuss and perform works of 
representative composers of 
instrumental music 



• FORM 
The student should be able to 
interpret and analyze stnng music 



• STYLE 
The student should be able to 
demonstrate, interpret and 
understand orchestral literature 



• COMPOSITION 
The student should create short 
original works for voices and or 
instruments using traditional and 
contemporary composition 
techniques 



Content 

• chordal construction and balance 

• transposition 

• writing from dictation 

• music terminology 

• notation systems 

• ornamentation 

• Medieval 

(de la Halle, Machaut) 

• Renaissance 
(Gabrieli, Tallis) 

• Baroque 

(J. S. Bach, Handel, Vivaldi) 

• Classical 

(Beethoven, Haydn, Mozart) 

• Romantic 
(Mendelssohn, Rossini, 
'^chaikovsky) 

• Twentieth Century 
(Samuel Applebaum, Philip 
Gordon, Paul Herfurth) 

• statement 

• repetition 

• contrast 

• phrases 

• sentences 

• binary 

• ternary 

• theme and variations 

• rondo 

• suite 

• prelude and fugue 

• sonataallegro 

• free form 

• symphony 

• ballet 

• musical 

• film music 

• transcriptions 

• round/ canon/ rondo 

• binary/ ternary 

• theme and vanations 

• free form 



Learning Outcomes 



Content 



• ORCHESTRATION 
The student should be able to 
wn!«^ and orchestrate simple 
homophonic compositions for 
stnng quartet or small stnng 
ensembles 

The student should be able to 
understand and appreciate the 
instruments comprising the 
symphony orchestra 



• hymns 

• chorale preludes 



• CONDUCTING 
The student should be able to 
understand and demonstrate 
simple conducting patterns in 
selected metres 



• MAINTENANCE 
The student should be able to 
keep a stnng instrument in 
suitable playing condition and 
perform minor adjustments 



• simple, compound and irregular 
metres 

• basic conducting techniques 
(dynamics, cueing, etc ) 

• conducting ensemble rehearsals 
through score reading and stylistic 
interpretation 

• changing of strings 

• installing fine tuning adjusters 

• aligning the bridge 

• adjusting tuning pegs 



• INSTRUMENTATION 
The student should be able to 
understand and appreciate the 
voicing of instrumental 
ensembles 



• SIGHT READING 
The student should be able to 
demonstrate sight reading skills 
both vocally and instrumentally 



• symphony orchestra 

• symphonic, concert or military 



band 

• wind ensemble 

• jazz ensemble 



• rhythm patterns 

• melodic line parts in unison and 
in harmony 



• EAR TRAINING 
The student should be able to 
demonstrate skills m ear training 
and aural dictation 



• melodic and harmonic intervals 

• melodic and harmonic chords 

• rhythmic, melodic and harmonic 
dictation 

• transposition 
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Introductory Level SMngs — 
Sample Outline 

UNIT 1 

Purpost To introduce string playing through demonstrations and practical 
applications illustrating proper positioning of the violm (viola, cello 
or bass) and the use of the bow across open stnngs 

UNIT 2 

Purpose To introduce proper positioning of the fingers on the fingerboard, 
stressing the importance of the left hat)ci thumb and first finger 
positions 



1 2 3 

E r e H (h 

A 0 -H^ f> - 

D \ H H H 

G I -{Y—iy — 



UNIT 3 

Purpose To introduce the G, D and A maior scales using the above pattern 
UNIT 4 

Purpose: To introduce the basics of music reading 
To practise simple rhythm patterns 

UNIT 5 

Purpose To practise simple tunes using the first — second, third finger 
patterns 

UNIT 6 

Purpose. To review all matenal 
UNIT 7 

Purpose To introduce a new finger pattern consisting of first, second — 
third finger (low second finger next to first) 




To practise simple tunes using this finger pattern 
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UNIT 8 

Purpose: To introduce use of the fourth finger in the place of the open 
string. 

UNIT 9 

Purpose. To review all scales, two notes to a bow. 

To introduce the relationship between finger patterns and flats, 
sharps and natural signs. 

UNIT 10 

Purpose To review all material previously learned. 




Introductory Level Strings — 
Sample Unit 

(Refer to Sample Outline Unit 1, p 132) 

Purp<}se 

To introduce string playing through demonstrations and practical applications 
illustrating proper positioning of the violin (viola, cello or bass) and the us< of 
the bow across open strings. 

Materials 

Full length mirror 
Piano and bench 

Suggested References 

Applebaum. String Builder Parts I and U Belwin-Mills. 

Matesky & Womack. Learn to Play a String Instrument: Parts I and II Alfred 
Music. 

Strategies 

1 Hand the student a rolled method book and when it is grasped turn the 
hand over This illustrates the general position for holding the bow 
without squeezing it 

2. Have students consult a string method book for correct positioning of the 
right hand. Emphasize differences in holding the violin, cello and bass 
bows 

3 A demonstration of the correct position for holding the instrument could 
follow. 

4 With the student stroking the A string with the bow, point out that the 
bow should contact the string between the bridge and fingerboard 
approximately 15 mm from the end of the fingerboard. 

5 Have the student stroke the string with' the bow "down" (^) and "up" 
(V) Strive for use of the full bow and free motion of the arm and wnst. 
Ensure that the bow is drawn parallel to the bridge. 

() To give some tonal support play the A major chord on the piano 

7 Repeat strategies 4, 5 and 6 using the D. G and E strings 

Assignment 

In front of a mirror, practise long free bowing across open strings using the 
correct position 




Intermediate Level Strings — 
Sample Outhne 

UNIT I 

Purpose. To practise the C. G. D. F and B-flat mapr scales Emphasize the 
correct use of the left hand 

To apply the following rhythm and bowing patterns to scales, 
studies and pieces: 

Rhythm Patterns 



4 
4 



4 

4 S 0 ^ 0 0 0 

Bowing Patterns 



4 

4 



UNIT 2 

Purpose To practise the A mapr scale 
To apply bowing pattems. 
To review previously learned scales 
Rhythm Patterns 



4 

4 # # # # # 



4 
4 



II 



Bowing Pattern 

« - 
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UNIT 3 

Purpose To practise the A flat major scale emphasizing tone quality 
UNIT 4 

Purjxjse To apply syncopated rhythm patterns to all previously learned 
scales 

Rhythm Patterns 

1 ^ =11 

4 0 0 S o II 



4 

4 



UNITS 

Purpose To practise major scales emphasizing the correct use of the left 
fingers and right bow arm using 

Rhythm Patterns 



4 
4 



• 0 0 0 J • 'II 



A d 0 0 0 0 4 0 0 0 d 



II 



UNi r o 

Purpxjse To demonstrate detachc bowing on major scales. 
UNIT? 

Purpose To review rhythm and bowing patterns. 

To practise orchestral music using previously learned keys, rhythm 
and bowing patterns 

Rhythm Patterns 



4 
4 



4 •••• 



Bowing Patterns 



4 
4 



4 
4 



UNITS 

Purpose? To practise major scales using the grand martele style of bowin«3 in 
quarter m^ies 

To introduce and apply the ^ time signature to bowing patterns 

UNIT 9 

Purpose To practise suitable pieces using martele and detache bowings 
Bowing Pattems 



4 ■ ^ 
4 # # # 



.=11 



8 



• • • 



UNIT 10 

Purpose To practise major scales using vdnous slurnng and bowing 
combinations 

Rhuhm .^atterns 

: .- :|| 
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Intermedial Level Strings — 
Sample Unit 

(Refer to Sample Outline Unit 1, p 13F>) 

Purpose 

To practise the C. G. D. F and B-flat major scales Hmphasw the correct use 
of the lefthand 

To apply the following rhythm and bowing patterns to scales, studies and 
pieces 

Rhythm Patterns 

* :|| 

^ 0 0 0 0 0 II 



4 0 0 0 0 0 0 o 



^iowing Patterns 

\ r \ 
4 0 0 0 0 0 



4 — ■ ^ .11 

4#### #'###11 



Materials 

(Refer to Satixple Unit p 134} 

Suggested Reference 

Matesky & Womack Learn to P/ay a SfnMyed Instrument, Part III Alfred 
Music 

Strategies 

1 Encourage students to concentrate on achieving secure intonation by 
practising the C. (j. I). F and B-flat major scales, using whole, half and 
quarter notes 
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2 Apply the scales to rhythm and bowing patterns 
Rhythm Patterns 

4 ■ .11 

4 • • • • ' I 



4 • • • • • 



Eiowincj PatttTii 



V 

4 
4 



4 
4 



Apply the above patterns to short studies and melodic pieces using a 
single melody line accompanied by piano 

4 Rehearse suitable stnng compositions 

NO FF; Some appropriate selections may also be found in EuMmij^ 
lixhnuiuc With Beautiful Musk. Orchestra Folio cmd Junior Philhartrioni 
I or Voutiij Orchestra 
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Senior Level Strings — 
Sample Outiine 

UNIT 1 

Purpose To revk'w the» B-tlo^ major scale and apply rhythm patterns 

To emphasise string intonation by playing slow, homophonic 
compositions 

To practise pieces using previously studied rhythm patterns 

UNIT 2 

Purpose To review the C. F. and E-flat major scales applying bowing and 
rhythm patterns 

To practise pieces using previously studied bowing patterns 

UNIT A 

Purpose To review the G and [) major scales applying rhythm and bowing 
patterns 

To practise tuning studies with the entire ensemble 

To discuss, listen to and rehearse compositions using the 'Theme 
and Variation" form 

UNIT 4 

Purpose To practise m thirds the A flat and A major scales using several 
bowing patterns 

To practise rhythm exercises that encourage independence in 
counting 

UNIT f) 

Purpose To review majoi srales applying various bowing and rhythm 
patterns 

To discuss, listen to and rehearse chorales in chorale preludes 

UMI t) 

Purpose To introduce minor scales 

To practise chorales in minor keys 

To practise exercises in higher positions 

UNIT 7 

Purpose To review chromatic scales 

To apply rhythm patterns to major, minor and chromatic scale 

To practise alternate fingenngs 

l<^ discuss, listen to and rehearse the overture 

UNri S 

Purpose lo practise major scales m intervals of a third fourth fifth and 
< )( tave 

lo pp^ctise selected rhythm exercises 



140 



ERIC 



ERIC 



T(» lovit'w tfit' tmiMttil forms of Mdrch. Owrtiiit'. Tfifnif and 
Vdriatioii 

UNIT 

Purpose To stuciv aiKi porfortii suitablf Caiidciuin nuisic liteiatuio 
UNIT 10 

Purpose lo pt'iforni ri wx'll bdlciiK\'d progiiim of orcfu'stral niuMc 
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Senior Level Strings — 
Sample Unit 

(Refer to Sample Outline Unit Lp 140) 

Purpose 

To review the B-flat major scale and apply rhythm patterns 

To emphasize string intonation by playing slow, homophonic compositions 

To practise pieces using previously studied rhythm patterns 

Materials 

Record player 

Suggested References 

Isaac oc Webber Orchestra Rehearsal Fundamentals Belwin-Mills 
Farago Westbury Stnng Orchestra Folio Pro Art 

leaar r .^nrorf Nnll R^I..Mn.Mil).f 



Fussell Exercises for Ensemble Drill Belwin-Mills. 



Strategies 



1 Practise the B-flat major scale using the following bowing (strings) 
pattern 



Strings 



r 



4 
4 



V r V V 



1 — — I 

4 • d 0 4 4 J ' 



II 



Stnngs must achieve a stop in both the bow and in the sound when 
playing "staccato" quarter notes 

2 Encourage students to concentrate on achieving good intonation. Suitable 
selections may be found in Orchestra Rehearsal FundarDentals and 
Exercises for Ensemble DnII Emphasize the importance of listening to 
achieve secure intonation and balance 



It 



3 In working on rhythmic studies, either m unison or in parts, choose 
suitable selections. These could include "Fun With Tunes" or "Krazy 
Kounting" in Orchestra Fur}dQrr)€r]tQl$ The percussion section should 
reinforce the rhythms played. 

4 When rehearsing pieces, string players should, at the outset, play the 
examples detache; once the intonation is secure, slurs may be added 

5 Practise homophonic compositions emphasizing secure intonation. 
Suitable selections include 'The Thanksgiving Hymn" and the 'St 
Anthony Chorale" m Stnng Orchestra Folio 




Learning Outcomes and 
Content for Strings, Fretted 
Instruments — Guitar 

By the end of Strings 12, Fretted Instruments — Guitar the student should 
have facility in the following Learning Outcomes 



Learning Outcomes 

• TECHNICAL COMPETENCY 
The student should be able to 
display competency in chord, 
note and tabldture playing 



Content 

CHORD PLAYING 

• all open chords 

• bar chords in the following 
shapes E, E7 Em. A, A; Am 

• extended chords 

majTths, m7ths. 9ths, bths, mhths 

• refinement of tone and clarity on 
all chords using stroke patterns 

• standard circle of fifths 



THEORY 

The student should be able to 
understand the symbols and 
technical terms of music anci 
display competency in their 
appl.cation 



NOTE PLAYING 

• Right hand — rest stroke with 
fingers and free stroke with 
thumb 

• simultaneous use of the above 
two strokes 

• simultaneous use of fingers and 
thumb both free stroke 

• Left hand — slumng techniques 
major and minor scales, one 
octave only in 1st and 2nd 
position 

• notes m 1st, 2nd, 4th, Sth, 7th 
and 9th positions 

• dynamics 

• tempo indications 

• accidentals and enharmonic tones 

• syncopation 

• balance 

• simple, compound and irregular 
metres 

• phrasing 

• modes 
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Learning Outcomtt 



Content 



• HISTORY 
The student should be able to 
hsten to. analyze, interpret, 
discuss and perform works of 
representative composers for 
fretted instruments 



• FORM 
The student should be able to 
interpret and analyze the structure 
of music 



• STYLH 
The student should listen to and 
analyze the different styles of 
guitar playmg 



• COMPOSITION 

The student should create short 
onyinal works for voices and/or 
instruments using traditional and 
contemporary composition 
techniques 



• interval study in varying 
applications both vocal and 
instrumental 

• chordal construction and use of 
the circle of fifths progression in 
chord playing 

• transposition 

• writing from dictation 

• music terminology 

• notation systems 

• Pre-Baroque 

(J Dowland. L Milan) 

• Baroque 

(J S Bach. G Sanz) 

• Classical 

(F Sor. M. Carcassi. F Carulli. 
M Giuliani) 

• Romantic 

(F Tarrega Eixea) 

• T w entieth Century 

(M Ponce. H Villa-Lobos) 

• statement 

• repetition 

• contrast 

• phrases 

• sentences 

• blues 

• folk 

• country and western 

• jazz 

• flamenco 

• classical 

• rock 

• Latin 



• round canon rondo 

• binary ternary 

• theme and vanations 

• free form 



145 



ERIC 



It 



Learning Outcomes 

• MAINTENANCE 

The^ student should be able to 
maintain a guitar in suitable 
playing condition and perform 
minor adjustments 

• SIGHT READING 

The student should be able to 
demonstrate sight reading skills in 
both chord and note playing 

• EAR TRAINING 

The student should be able to 
demonstrate ear training skills 



Content 

• changing stnngs. both steel and 
nylon 

• adjustment of guitar action 

• adjustment of machine heads 

• tuning the guitar 

• rhythm patterns 

• chord progressions 

• melodic lines 



• melodic and harmonic intervals 

• melodic and harmonic rhythm 
dictation 

• melodic and harmonic chords 



Introductory Level Guitar— 
Sample Outline 

UNIT 1 

Purpose To introciuci' the corrt^ct posturt'. holding positiori. loft and nyfit 
hand positions through demonstration and participcition 
To introduce the chord diagram using the D chord 
To demonstrate the desired clarity of sound in chord playing 

UNIT 2 

Purpose l o introduce the basics of music reading 

To introduce and demonstrate the use of the nght hand fingers' 
rest stroke m melodic playing using the natural notes, first pf^sition 
on the first, second and third string 

To demonstrate tfie difference m sound between rest stroke and 
free stroke 

UNIT,^ 

Purpose To review the I) chord 

f o introduce the A chord 

^ It) strum a steady accompaniment to simple one and two chord 

M )ngs 

To review note plavir^g using rest stroke with right hand fingers 

UNIT 4 

Purpose lo introduce the CS chord 

lo plai. and sing two and tfiree chord -ongs in I) major 
emphasi/ing the importance of maintaining a steady rhvthm 

lo practise the natural note in 1st position on the top three stnngs 
using simple nK'lodies 

UNIT'^) 

FAirpose To introduce rhvthm notation 

1o emphasi/e the importance of asfecuiy rhythm accompaniment 
<uid fluent chord changing through exercises 'n hythm notation 
<ind simple two and three cliord songs 

UNITo 

Purpose lo mtroduci' the llm (fiord in I) major (i e Km) 

Im plav and si-j songs in I) major which use the Km (fiord 

P) review rigfit fumd rest stroke techniques an(] tfie basics of note 
ri'admg using simple melodies 
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UNIT? 

Purpose To introduce the primary chords in A major {i e . A. D) 

To introduce the concept of pivot and guide fingers to assist in 
changing from one chord to another 

To play and sing songs in A major 

UNITH 

Purpose To introduce new strumming techniques (e g . up strum, 
thumb-strum) 

To practise songs in D major ^wo A major which use a variety c)f 
*,trumming techniques 

To introduce the fifth-fret method of tuning the guitar 

UNIT 9 

Purpose To introduce the Vim. Ilm. IV. V; I chords in G major 
To play and sing songs in G major 
To review the natural notes, first position, top 3 stnngs 

UNIT 10 

Purpose To introduce the primary chords in E major (i e , E. B; A) 
To play and sing songs in E major 
To review and practise all songs previously taught 



Introductoiy Level Guitar - 
Sample Unit 

(Hetcr to Rumple Ontltrh' I 'tut, p 147) 

Purpose 

\n introtkiri' ik' cumTt posture, holdiny pc^Mtioiv k'tt <jrui nyfit IujikI 
positions throuyfi (ii'rnotistrcjtioii and pcjrticipdtion 

lo intr()(lu(i' tfu* (honi liuiijr.ini usiny the I) choni 

lo di'fnonstrcJte tfu- lii'siriui c Nwitv of sound m choui plavmy 

Materials 

(liairs 'Aith no rjrrns piefei.jhk lou vuth flw s^Mts 
(iuittjrs propi'dv. tuni'd 

Suggested Reference 

Snvder liasir Instructor Guitar Volume I ( fi.ides HcWisen Mumc 



Strategies 

1 An i'\i)Liiujti»)n and dernonsircjtion bv the teacher of the coriect posture, 
holdiny fV)Mtion .jnd left and nyhl hcJiui positions could introduce ^his 
.jretj < )t stu(k 

^ M.jve students imitate the pcjsition 

► An e\[')lanaM(>n of the i honi d'aur.wn the blai kboard usmy the I) chord 
as an r\arnple twuld io\U)\.K 



X 0 n ! \ 2 



\ l)»Miionstrat»' tlie 0 ( Uon\ and e\i)lain the irnportanee of produciny a clear 
sound fr.Mn y\u h mdividu.il stnny iKeiiiind students that the ^>th string is 
rn»i soundrci -Alu-n plav,inq \\u' I) i hold ) 
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5 Have students play a D chord and have them strike each individual string 
separately producing a clear sound 

b While singing a simple round or one chord song, have students strum a 
steady rhythm on a D chord 

Assignment 

Practise playing the D chord, checking to make sure every string produces a 
clear sound (except the 6th). 



Intermediate Level Guitar — 
Sample Outline 

UNIT 1 

Purpose To review o^rrect posture and holding position for guitar playing 
To review correct hand positions 

To review open chords by playing and singing songs using these 
chords 

UNIT 2 

Purpose To introduce songs requmng greater facility and speed in chord 
changing 

To review right hand rest stroke techniques and basic note reading 
through simple melodies using natural notes, first position top 3 
stnngs 

To demonstrate the proper methcKi for changing strings 

UNIT A 

Purpose To introduce the nght hand thumb free stroke technique through 
demonstr£i&on and participation 

To introduce the natural notes, first position on the fourth, fifth and 
sixth stnngs 

UNIT 4 

Purpose *Io introduce the techniques of bar chord playing through the use 
of the F chord 

To introdur- the chords in C major with emphasis on the F chord 
as the first bar chord 

lo practise songs requmng a change to and from the F chord 

UNIT ' ' 

Purpose To review the nght hand thumb free stroke techniques and the 
natural notes, first position, on the fourth, fifth and sixth stnngs 

To introduce pieces using right hand fingers rest stroke (melody) 
alternating with the thumb free stroke (accompaniment) 
NOTF Preludes 1 through 5 in Shearer's Classical Guitar 
Technique Vol I are suitable examples 

UNilo 

Purpose To review the techniques of bar chord playing 

To introduce the concept of the moveable H chord shape ;n i>ar 
chord playing 

To plav and sing songs using bar chf)rds of the cfiord shap.> 
(other than the F chord) 
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UNIT 7 

Purp()si» To introdLKi* tlu* conci'pt of thi» mowablo H and Hni chord 
sht^pes 

To plt^v twui sing songs using bar chords of the F. and Hni chord 
shapt»s 

To rfvifu all tfu' ncitural noti's playabU* m first position (all six 
strings) 

UNil y 

Plii[)osc lo rt'vioH' and practise right hand techniques 

10 perform suitable pieces (solos and or ensembles) whichi 
demonstrate tecfiniques pieviouslv learned 

UM l 

Pui|)ose To introduce the concept of the moveable A. A . Am bar chord 
shapes 

To pK^y and sing songs using bar chords of the A. \ . Am chord 
sfiapes 

UNIT 10 

l\jipuse lo review all tecfiniques previously learned — botfi chord playing 
and note reading ^ 

lb listen to recordings of guitar playing in various styles and to 
discuss how the techniques learned m class are applied by various 
professional guitarists 
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Intermediate Level Guitar — 
Sample Uriit 

(Heji'r U) Satyipk' Outlitw IJnn J, /) L')l) 

Purpose 

lo mtroduct' thf right hand thumb frt'e strokt' technique through 
cltMiioiistration and participation 

In introduce the natural notes fust position on the fourth, fifth and sixth 
strings 

Materials 

Refer to Introdu^tc >rv. Level Ciuitar Sample Unit pp. 14^)- 1 oO 

Suggested Reference 

Shearei Atirou ilus^ic Giuhir Icchniquc Bekvin Mills 

Strategies 

1 Demonstiate right hand rest stroke fingers and free stroke thumb 
^ Havt- students pidv loud clear rest stiokes on the first string, (always 
alternate firujers) then vuthout moving the right hand, let the fingers rest 
on tfie first stnng vdiile the thumb plays free stroke notes on the sixth 
string 

NO II rtie tfiuml) should strike onlv the sixth string and should not rest 
«>M anv string aftei the stnng is sounded 

^ Have stiidt'nis practise exercises using thumb free strokes alternating with 
lingers re-t stroke Point out that thi' right hand must remain still at all 
times 

I ' >r *' ^a^1[)le 



V 



Repeat 
:B mane 



times 



0 



I \ 



V 

m 




V 

m 



•J 



many 
nme'S 



Repeat 

many 

times 



The introduction of the natural notes, first position on the fourth, fifth 
sixth strings with suitable exercises and pieces will assist students in 
learning both the notes and the correct thumb free stioke technique 




Senior Level Guitar — 
Sarr]ple Outline 

UNir 1 

Purpose* \<) :k'v\vkk {\w usr of th^.* right haiui fincj^'is' r^'st stioko UMuy 

t'\*'rci uitfi tfK^ UcUuml iu)tts in fnst [:)()Mli()n on fir^i. hc'conci 
<uul tfiitj strirujs 

IJMI 2 

Wnposi' lo icvw'KK \\w us^.' of tfu* nyht fiand tfiunib fn^v hliokt' uMny 

^'\t'rus^.> uitfi tin' nalumi not^^'s, m fii^t position. «jn fourtfi. fifth 
clHil MXlfl ^tniuj^ 

h) mttodiuc rdlildtLH^.' leading umiuj nu'Iodit t'xeicibc^ and biniplo 

UMl ^ 

Pmposr It) \^\u>\\ pu\rs thcjt us^.' iigfit fuuui fing^^Ms i^^'^t stroke altemcUing 
iKjii^ liaivl tfuinih fiec "-ttoke 

(iMi ; 

Puip< .sr Im iMtn xliu e sfia![')s fldts aiut kev signatures UMiig fii^t position 
♦ ' N^rt ist's ( )nk 

lo pi<utise eiisenilile pl<iving UMiig first position pieces vvitfi various 
ke\, Mgnatutes 

iiMI ) 

l*ui[)< tse 1 1 ' ifitK hIui e tfie let finu}iK's ( )f Minultaneous note pKiving vvitti light 
hand fingei^ test stioke cjnd tfuinih fiee stroke 

(IMI M 

[^iip< i^*' I< ) "MT!< niiK e the second [')oMtion notes uitfi tippr( jpriate sCtde 
• ' %eii i^es and piet 

UN! I V 

I^uip( >>e I' ' tntt^ ). Ilk r tfu' f< )urlfi [-xjmIk )n n< )tes u ith cjppropricHe scale 
e\»'r( we> ,u)' ! [)iei. es 

(IMI s 

\^\u\v »^e \< > ntt" M lu( e tfie fittfi [x^MtK Jii in )tes vuth appropriate sc ale 
e\en i>e^ ! pu'i es 

P'JfP' ' i'l'i' 'dni ifie seventfi poMtujii notes ^^.itti afipiopiKite M\ile 

* v« :i we> an* i piet es 

(IMI IM 

P'arp"-' 1 ' >. ill' e flu ' ninth [)' )Mti< )n im >te^ uitfi appi' »[')nate ale 
. \» ■» , ipd pii'i es 

I ' '*\u"A il< pl<i\,!nq te( hnuphN u>>Uhi n- >\r^ \ tahlatuie 
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Senior Level Guitar — 
Sample Unit 

iRffcr to Sample Outline Unit :'). p 1:V>) 

Purpose 

To introduce the techniques of bimultdne(;Ub note pldviny with right hand 
firnjers rest stroke and thumb free stroke 

Materials 

Refer to Introductoa' Level Guitar — Sample Unit pp. 14^J l.SO 

Suggested Reference 

Shearer Classic Guitar Technique Vo! I Relwin Mills 

Strategies 

1 The teacher could review and demonstrate the fingers' lest stroke 
tethnicjue of the nyht hand 

2 Review and demonstrate the thumb free stroke technique of the ngfit 
hand, emphasizing the impt^rtance of maintaining the same nght hand 
position for both techniques 

^ Have students practice both of the above techniques while carefully 
checking students' nght hand position 

1 Using the exercises below, m the order presented, nave students practise 
the simultaneous use of the techniques in Steps 1 and 2 

V 

■ Ir 

•7 

r 

V 



V V 



'0' 



V 



V 


V 


V 






w 


m 


# 






0 


# 


V 


V 





V V V V 

I in I m 



P Jl IP iP 



l.iiiph.iMA. nN(.KRS MUST PLAY HHST S THOKf. 
Prcutiv Minpk' two p.irt pic(.(."> using tho .ibovi' tt'chiiiqui's 
(^lassu a! Ciiittar /"f( /i/iiqi/f. pp fx-J iiicludfs buitalik- (.'Xiimple^ 
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Strings 

Additionol Resources 



Suggested Seating Plans 



!()() 



STRING 
ORCHESTRA 



FULL 

ORCHESTRA 



( 1 Mulll* U »I 



f t*'fu }\ h< )rns 



^ T ^ 



horns 
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Preparation of String 
Instruments 

^'^>1''- n<.! h. . '1 ph .rt up A Mill!.] lu'i !> !hf!i't.)ir 

1. Proper Strings 

.1' Mi(|h in. I i: - ' jpprj Miinqs ,iu t.ii Mip. I!' ){ . .)lu!!iiiiun) 

','if -'HI . ill." h.iv, i. 'lu < iMt .h> i l.iM 

IMl' h I- )!> ' 

' jii.iil. I ,1' ' tiill xi/,' 

VV' )Mf 1.'! I( ■!.' slir t ^> M i If] till) xi.'. , 

2. String Height 

st!inq !h '1-^1 It Is i.iti,. » si. nth ,1111 .Is .in mstiUMi^-Mi sinnqs s^t t^ >. . 
^'•'^^1 '^1* tHM^.^Ihuj,! In - niM!, ,!]ftu nil f,, pl.u sinnys s.'i t(M> 
■"^^ '^-'b-Mih ■ i.'.flu ^ \Mtli t|)»' fin.^,'ih.).ii,| 

s-.nu su ^,^rs!. .1 .t!,n ^ lu-h^ht^ nuMsutrJ th.n, th»' i-i^lt^*' m.i ,,1 ilu- 

V 'i!" [ J > mm ( I '] mm 

'Ki \ '> Miiii ( 1 ') mm 

< A '1 • mm ( m , mm 

3. Proper Bridge Placement 

^ ' U'\.ittiN' ' .[ tl).' Is v]U\\K inip(»rt<)fit t(.! tlh' instimiu'iit - 

• ' ' -p^M'i-n Iht'N'f'.ii' hi' f t'U, JIM tfi.it tlh' . inv<i!un' l^M(l<]. is 
' ' V^'* '^Jth tf}.' IhM^^lit .»t ifu' sttnu^s tlu' msirirn^-Df 

' ' pi.i' . ',: ifup. •tr.mt t' m >M,ini <• l< >> m - .Ir , 

' 'I'^ii' »^ ill'' '^!l'i<^■ -liMuhl th.'N'fou h. pis., Mi; >S!nm!n 

" ' ^.r tf^. M !( -!! i . >t tfir s( ►II'), ip< 

4 Fine Tuning Adjusters 

5 Tuning Pegs 

' ! I' ' ' - \.: p. " r.:.., 
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b) I \.v() common probk'nib iii uMiiy poys <ju' 

L.oosy Pegs this c<ui hi' corroctt'd bv tipplyiiig chalk to tho .shaft of the 
ivy 

Tight Pegs this can be corrected bv lubncatn ^ the shaft uith a 
graphite pencil 

6. Setting and Placement of Soundposts 

It Is recommended that the instructor have a repairnicui sc^t <\nd place the 
soundpost In some distncts. however, the string mstiuctor mav have U) 
maise this adjustment It is therefore suggested that each school have a 
soundpost setter available A slight adjustment or repositioning of the 
soundpost may be made first by loosening the tension on the strings and 
then resetting the soundpost m the proper location During school break 
instruments should be sent to a repaiishop to ensure that the soundpost 
In positioned correclk 
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Glossaiy of Terms — Guitar 

M: I ION The ht'ight of iht» strings (^vvr the fingerboard 
i:iRCI.[ OFUFTHS 




I Kl I HAM) s\MB()l s hng.'rs - 1 (,iuk>x). 2 (middUO A innq) 

4 ditik') 

KonicWi NiHTHTdls - fret position of the 1st finger 

C irJed numbers or letters indicate the string to be 
used 

()PL\(H()F<l)s I) A (i A [.,[) C.LB C.C, Hm. Am. Dm 
HVOl AM)(,II||)( [I.V.f.F^S A p,r„f/,ni^e.r,.s one whc-h remains 

^luliontiry while other fingers ni(jv<> to form 

new notes 

/\(iuidi' fiiujer does not entirely leave the 
string wlien moving up or down to a new 
note 

H\\\l[ IM N( ) I A IK ).\ I he slanted lines indicate a simple down strum 

4 

4 /' / / / / /' / / 

HlUil HAM>s\MI5()l> p tiuimb i index<.r 1st finger m- 

niiddle or 2nd finger, a — ring or .-Jrd finger 

IMUMHslHOM A 



i 



/ 



Hf sr siHoKf sNMHoi, 
IHl.l sfHoKf ^\ Mii()|. 



Teacher Reference Books — 
Strir}gs 

AppK'Kmin SIKIM; lUHLni l< rM<l I B.iun Mill. 

AppK'lMiiin Si'KiSGlUUl.DLR PARI II Bdvvin MIll^ 

Dih'ts.ind inslriinu'nt.jl i'nsi'i)ibl\' sokrtions c ulniin<itnitj in thiul 
p<;sltH)n \ Ml onipcissfs thi' k».'V.s of I). Cj C aiiil li fjclt ni<M<>i 

Appk'h.uini ,S//;7.\(; liUILin R PART III IViwin Mills 

Alivlitii )iuil nu'loJu's for usr vvithin a stntKj iMisi'ml^k* 

Appk'Kunn BUILDISG milMQUl [Kl I'll BIAU I li'UL M(iM(* 
V()l,S I K'll Brkun Mills 

A ,/.tit ru al siudiMit stiijuj iiK'ttv hI Insti uMK'nltilion iiKMudt's violin viokj 
hciss ami piiino <u ( o)np<ininu'nl Maior ki'vs hnutt'il to C'l 1) C F 

an* 1 B fliit rn<i)( )i Khvthniu mvolv^'nu'iit rdltuT Jiffinilt 

Bai hnuuin A^ I M 'V( 1J)PI DIA OP IHP VIOLIN Da Capo 

C'oviMs a!l tispi'i ts of ttu' violin from Us onyins to its pu's^Mit position as 
llu* hac kboiu' of \\w sv.niphonv, on tu'str<i Also dt'scnlvs hiindrL'tis ,if 
iruiivuliifil iirtists ,iiul I'lisi-nil^k's 

Bookspan Kfi MAsii Rpii (I sor ^nisl(\^\|) iiu.ir 

COMPOSIRS Df.lphm 

I )i'taik'tl ck's( nption < )f oVi'i oiu' hunclnui uorks tli'siyned to Ih' u^od 
rittu'i uith riHoidinys <»rtapi's Annoiatud list of suitabk' a'cc )rdimjs and 
tapi's 

Biirqan liASU ' SlRI\(] Rl PAIRS ()\U^u\ 

VVnlti'ii U > iissist ti*at tu*is uitli mint »i ii*p<iirs <ind tidujstnu'iils i^asu 
n'ptiirs lilt kidi' fittiny p^njs somid posts, tail pins, tail yut <>nd fixiny tind 
\c stnnijiiuj a h< )\.v, 

D-nnuujton. Kohi'il llil l\S I RUMl M S ( )P MUSli^ Mrthiu'ii 
I )i'si hIh's ihi' phvsK al < )pi'r<iti< >n ( »f niusu <il iiisiriinii'iits B< )v^i*d 
pku ki*d <ind ki'v,l)oard striiuj^ fluti' <ind I'p iiisii unu'iii^. ihr luiiiian 
vou i' ok'itru and pipo t )rtjans p^'n ussion iiistuinK'Hts 

I araqo IV/ S I liURV S I'RIM I ORCHPS I RA hOlJO t^io Ait 

'^!in[)k' I onip(,sitK)ns irrciiuji'd foi stn i uj oi- tu-slrao: simnj quart*'! 
( ' )?) tains option* il thin 1 \.i( »iin Instrumentation irn Ilk it's 1 st vu >lin 
»^i<i violin ^►id violm viola ^ l'IIo bass piano full si ou* 

I ..!.t>Iad Jl-MOR PlIIUnRVoMi lOR V()fi.V, 

oRilll SIRAS stuvAiu't' 

( • •mpilation « »l < >K h» -^\\\ ;rusu I >\ vriv vuunq iiKApi-ni-nird stiiivj 
plav, * r s Sri. s ?i( uis ,ur » At** '\» mu^'< al altht »U'jh simplr in ti*< hnictil 
*'vp.'( ian< 
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f ussi'll l.Xl.RCISl.S R )R l^S^MMHLL DRILL BoKvim Mills 

W.irnMjp b(K)k c()nt<iniiruj cs^uisi's ti^chmccil study's and rtivttnn drills 
Un <wiv MA* yroup 

( )cjlcHnuin PRISCIPLLS OF VIOLIS PLAVISG Prcu\w<' \U\ 

A UiMtisf for viohn l^'ochors d^'olnuj uilh the tt'chmqu^s ihdt must hi' 
hcuulk'd hv vouny striny pldyors Suygt'stions oti hou to ovorconio 
prohk'His T*'ljti'd to tfu'st' ti'chnic|Ut's 

I lfculinyi( »n / / // r )Ra 1LSTRA AND LI'S INSTRUMLXIS 
Bodk>v HtMd 

Student yuidi> to thi> inMrumonts of the modern svmphony orchestra 
Discussion of the conductor s role and information on the development 
of the (orchestra 

\ Ivrfurth musk: POR YOUSG ORCHhSTRAS Carl Fischer 
Sele^ tK^n of compositions by famous composers transcnbed for 
on hestr<: All compositions arranged in kev^ favorable to the striny 
pLiVers <uid all paits. with the exception of the advanced violm, rt'mam 
in tirst p<^Mtion Wiiui and percussion parts are withm the technical 
1 <ip<ibilitit's of tfu' .iveraye v<'uny plaver 

Mill ..\\ roMOSIRADlVARI HIS LIPh AM) WORK (1644 1737) 
I). >u*i 

( ' •nshiered the most ^uithontative document on the life and work of 
Antonio Str<uiivan 

Hill //// SYMPtlOSY Pelican Books 

PiMUsses the iiTipact of fiarocjue Classical and Romantic composers 
upon tfie svmphonv 

f I' >dad( )tf Slot / r Rl ADl R fOR YOUNG STRINGS Shawneo Pr.>ss 
( i}\k'i tion of pret es tfiat may be used for siyfit readiiuj 

Isaac ORi^tiLS IRA POLIO Bdwin Mills * 

V<irietv, of compositKMis for full orchestra Wind parts include 2 clarinets, 
trumpets 1^ french horns 1 trombone 1 tuba and tympani Difficulty 
level for strinys is cjuite moderate 

ls<icH iOM l RLtlALL Bek'iri Mills 

A nuinb*'r of onymal compositions wntten for full orchestra Violin parts 
yenerallv reni.nn in first position Wind parts allow mnior secondary 
win<i pIc^iTs to pi'rform the c ompositions Some interestmy rhythmical 
prof^lerns but ru^t <^verwhelminylv difficult 

Kun \ Uebbrr ( )R( 7// STRA RLHIARSAL PUNDAMl NTAl S 
lU'\\K\n Mills 

Suit<ible refK'<ws<jl f>o( ,k tontammy scales chords, (irpeyyios chor<i!es 
u I fmujue dvncinm s i>al<nue and rhvthrn for vievelopiny orchestral 
rnusk itJnship 

LawK-ss l.,nu'. PRI LIMI\AR\ RUDIMl N IS UU M W THl ORY 
IU)()K l^at*'rl,M, Mush 
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Matesky PLAYING AND TEACHING SWINGED INSTRUMENTS. 

VOLS i II & III Prentice Hall 

For instrumental teachers who are not specifically string players 
Instruction on how to play the violin, viola, cello and double-bass, and 
mastering fundamental techniques related to bowing, fingering, tone 
quality, p>osition and care of these instruments May be used a*> a 
systematic approach for teaching stnng classes in schools 

Matesky & Womack LEARN TO PLAY A STRINGED INSTRUMENT, 
PARTS i //. ///. & IV Alfred Music ^ 

A senes providing a systematic approach to the teaching of string 
classes For instrumentalist^ who are not specifically stnng players 

Norton THE ART OF STRING QUARTET PLAYING 
Simon and Schuster 

Deals with technical and interpretive problems fo* the player of string 

quartets 

Preston DIRECT APPROACH TO HIGHER POSITIONS Belwin-Mills 
Studies and* pieces, in first, second and third positron Instrumentation 
includes violin, viola, cel'o, bass, piano accompaniment and score 

Wharram THEORY FOR BEGINNERS Fredrick Harns Music 
Excellent Iheory reference text for beginners 



Teacher References Books — 
Guitar 



Gl in AK CLASS Ml I'Hon Md II.k 
Chord strumrniiig finyi'i styles with chortls. noti' ic^uiiiuj uith fhit pu k 
(Uul Mbhjturo A fj()( )<i r<>t\'roncc' • 

Bdlou ILLUSfHAimtilSTORVOnHl QKJITAR liancn Cnlun^bn 
[A^inmii's III cic'tdil thi' ^t(jgt.'s thf foitTuniK'i^ of t[K' Licj>Mtcil rjuttcu 
p.jsv'.i ttiroutjh hrfori' thf instrunu'nt wo ktiovv todav. 

(c^r(cl^sl ACIASSU^ALGUirAHMrTHOI^ , Hov od (\h1 f ischci 
MusR thoorv cld^su cjI yuitcir tochniqut^^. M)nu' useful solo piocob cHhI 
studios for (juittir 

f-vcwis GUII'ARS FROM Rl^SAISSANCF TO RO( 'K PcRidinyton Ptos. 
Authontdtivo rcfor.'iKo on cjII tvpcs of yuitar (juiMr p'cJVi'r^ cind (juitcu 
( ( )n>ttru( tion 

(irui^fdd //// ARI '\\l) TIMl.S()F THl, GUITAR MdcmilUn 

Ifie [iistoa of qiiiUM ^uui tjuiiciii^ls witfi an t'rnpfujM^ on tfio cLj^mujI 

IJUJtcU 

Idos .S. lAMvitt T//f: BLRKLLh GUIIAR t:NSi:MBLh ShRIt S BorkUv 
Pross 

Outhivs wvrcil onsL'mhk^ piccos yradt^d from I to VI in difficulty 
Kdmirnoto COMPUJT GIHTAR RhPAlR Oak Publication. 

Sot up nidinlontinco repair and construction of tho acoustic and doctric 
yuitar 

Loavitt A MODTR^ MhTHOP FOR GUITAR, 2 vols Borkloo Pro.s 
f-iiujt>ring patterns for Males and chords with studies and pieces in uui 
stv,le that mcjy cjssist the internvdiale to advanced student in learnmj 
h.Hid techniques 

S hrTiid / iAL I TOWARD GUTIAR MFTHOD, 3 t^o/s Hal Leonard 

Maior t»)pics note reading, chords including bar chords, ♦rummmg and 
fmyer stvles with chords, some p(jsitu)n plaving exercises 

Segovuj ed /)M lOMC MAIOR /WY) MINOR SCALFS d^umbia 

MusK 

Major cHui minor scaU»s m 2 or A octcives with recommended fingeiinys 

Shecuer Aaron HASIi FLFMFNTS OFMUSli^ IHLORYFOR THl 
GUTIAR F^elwm Mills 

A good refi'renci' emphasizing musu theorv cipplieabK' to yuitat plavmq 

Shearer Acjron (lASSICAL GUHAR Tl (HMQUl ) \ vols 
Fielwm Mills 

Topi( s include note reridmg and basic theorv cjnd basu techniques of 
classical guitar pkivmy FACt^llent references 
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Sht'dr^r. Aaron GUITAR NOTt: SPELLER Belwm-Mills 

A good icistructional aid in note reading for beginning guitar students 

bnvder BASIC INSTRUCTOR GUITAR A vols Charles Hansen Music 
and Books 

Chord playing with' strums and finger styles, note reading, basic theory, 
some classical guitar techniques and the use of flat pick 
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Music Composition Course Section 

lAMtiiiiiy OutconK'.s (IikI C'onlcn: foi 
Music C( mipoMtion I / > 

IlltlMIlK'(llc\tt* I-OVv*l I Inj^luisl/IIK] I ItUlltlOlkll 

I\*cli!iiqiU's StunpU' Outliiu^ I7(> 
!ntt.'!iiu'(hc\t».* Lc»vi'l 1 iiiplifisi/iny I i^uiitu muiI 

IVcliiiuiLUiS - Sdinpk' Unit 1 ITS 
Ir.tt.MiiKHluito Ia'Vi'I l;nipliasi/iiuj I'laiiitK 

U»tliiuqucs — Sample Dnil 2 ISO 
Soiuot Ia^voI I:niplicisi/iny TiacJitioncil 

I\'chiiiqiu\s — Sciniplo Outlnu' IM 
S*.'ni<)i Lovc'l l:niplitiM/iny haciilional 

I\h liniqiK\s - Sciinplo Dnit I isi 
Soiiioi La^v^.*! hmplidM/my I tcuiitioiuil 

'U'cliiiiqiK's ~- Sample Ufiil 2 IS4 
Intoinu'diatt' Ia'Vi'I hnipha.si/iny C\)nt».'m|)c)iaiv 

IVcliniqut.*^ — xSample Outliiu' IS^ 
InttTUK'diatc Iwt'l l:mphcisi/iny C()ntonii)()iaiv 

lVcliniqia\s — SampU' Unit 1 1S7 
Intt'niiedidto Ia^voI Hmphasi/iny Coiit^^Miipouuv, 

'IVcliniqiR\s — Sainpk' Unit 2 . ISS 

StMii()i Ia^vcI hmpluiM/my ConttMiipowiiv 

IVchniquL's *~ SanipU' ( )utInK' l^H) 
ScMiior Ia'v\M Linpliasi/inu (\)nttMnp()iaK' 

'IVchnicjiK's -~ Sfiinpk* Unit 1 PM 
StMiior Ia'vi'I hnipliasi/iny C\)ntt.^tup()iaiv 

'IVcliniviLK^s - StinipU' Unit 2 



Music Composition — 
Additional Resources 



MusicjiiL* ConcK'to 

Class F^roKvts r>S 
Sani}^k» C( )untcM point l^rcis 
S<iin[)k' I)< ulcuiplK )nii l^i'us 
UmcIkm [-{rfruMH c Bonks Musk (^)inp()sitti)n J"' 
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Learning Outcomes and 
Content for Music Composition 

By the end of Music Composition 12 the student should have facility in these 
Learniny Outcomes 



Learning Outcomes 

• HARMONY 
The student should be able to 
understand the symbols and 
technical terms of harmony and 
display competency in their 
application 



Content 



• tnads and inversions 

• dominant seventh and inversions 

• secondary dominants 

• modulations 

• denvations of Vj ^ 



• COUNTtRPOINT 
The student should be able to 
understand the technical terms of 
traditional counterpoint and 
display competency m their 
application to the voices and 
instruments 



• fifth species three-part 
counterpoint and its application in 
creating music 



• FORM 
The student should be able to 
demonstrate interpret and 
understand musical structures 



• ORCHhSTRATION 
The student should be able to 
demc^nstrate the wntten range of 
all voicings m choral music, band 
and stnngs 

The student should be able \o 
wnte simple onyinal 
arrangements for voices and 
instruments 



rondo 

madngal 

motet 

prelude 

fugue 

canon 

theme and vanations 
sonata allegro 

SU' . 

symphony 
opera 



ranges of all instruments and 
voices 

transp<.)Sition 
doubling techniques 
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Learning Outcomes 

• C'0N[)UCT1NC3 

I \w btudont shouki Iv <\bW to 
uruior«*tcinci conductiny pdttt'rns in 
vorioub tt'mpi and btylt's for 
choral muMc. band and strmys 

• [:ar traininC) skjut 

The student sfiould be ablf to 
di.'rnonstratL' skills in far traininy 
>ujfu rt'adiDy and aural dictation 



Content 



• VVAVh f-ORMS 

The sfudont should be able to 
interpret and analyze wave forms 
in composition 



• C^OMPOSITION 

I he student shouki be able U) 
understand and apply technical 
terms to oriymal compositions 
usiny musical forms 



I student sfu)uld irecJte short 
^rujiMcsl works foi voices and or 
nstruments 



• Mmple, compound and irregular 
metres 

• conductiny ensemble or sectional 
rt'hearsals through score reading 
and stylistic interpretation 



• melodic and harmonic intervals 

• melodic and harmonic chords 

• sight reading vocally and 
mstrumentally 

• rhythmic, melodic and harmonic 
dictation 

• timbre/spectrum 

• loudness intensity 

• pitch frequency 

• rhythm 

• traditional form 

• attack, plateau, decay 

• sine 

• sawtooth 

• square (rectangular) 

• pulse 

• whiie noise (pink) 

• organic growth 

• various tape solos 

• various tape combinations 

• multi-media piece using student 
art and literature 

• statement 

• repetition 

• contrast 

• phrases (4. 8. 10 bars, etc ) 

• binary ternary 

• refund canon rondo 

• ballad 

• prelude fugue 

• theme and variations 

• suite 

• sonata allegro 

• free form 
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Learning Outcomes 



Content 



• MUSIQUK CONCKtTH 

The bludent •should he ablt* to 
tiemonstrdte. interpret and 
understand the organic structure 
of Musique C(nicrete 
composition 

• SCCJKINC. AN[) NOTATION 
The "student should be able to 
demonstrate, interpret and 
understand the elements of 
Iweiitieth Centurv sconny and 
notation 



• HISRJKY 

I he student should be able to 
listen to analyze, interpret, 
discuss and perform ^ielected 
works bv representative 
ctmiposers m Western 
Civilization 



• sound bank 

• speed alteration 

• retrograde 

• mixing 

• splicing 

I • treble clef 

• bass clef 

• instrumental 

• vocal 

• colour code 

• symbol drawings 

• print-out and graphic charts 

• Early Greece 

• Early Italy 

• Medieval 

• Renaissance 

• Baroque 

• Classical 

• Romantic 

• Chromaticism 

• Impressionism 

• Twentieth Century Contemporary 
(Babbitt, Beatles, Berg. Beno. 
Boulcz. Cage, Carlos. Dallapiccola. 
Leedy. Ligeti, Mathews. 
Mimaroglu. Moody Blues. Pink 
Floyd. Riley. Schafer. 
Schoenberg. Stockhausen, 
Subotnick. Tomita. Truax. 
Ussachevsky. Varese. Webern) 

• Twentieth Century Traditional 
(Bartok. Bntten Copland. 
Cowell. Hindemith. Honegger. 
Ives. Penderecki. Prokofiev. 
Shostakovich. Stravinsky) 
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Intermediate Level 
Empha^ng Tmditioml 
Techniques — Sample Outline 

UNIT 1 

Purpose To introduce \\w niusic of oarly Ciret^cv and Italy 

To review the basic skills of theory and ear training 

UNIT 2 

F'urpose To introduce (jregc^nan Chant and Plamsong 

To review ()ll modes and scales using ear training and theoretical 
skills 

UNIT A 

Purpose lo introduce the music of representative Medieval composers 

To review all intervals and triads using ear training and sight 
singing skills 

Ic) review and practise ear trciinmg skills 

UNII 4 

Purpose lo introduce the nuisic of representative early Renaissance 
i omp( )scrs 

lo introduce binary and ternary form 

UNI T S 

Purp{)se To introduce the music of representative middle and late 
Renaissance composers 

To introduce F^alestrina counterpoint 

lo review and practise ear training skills 

UNIT<) 

Purpose To introdui e the niusic of representative Baroque composers 
lo mtrodiue traditional harnumv 

UNII 7 

F^irpose lo introduce the music of representative Classical composers 
lo introdu( e forms of soutita fillegro and symphony 
!o review <ind pnKtise ear trfUniny skills 

UNII S 

Pur[)ose lo introduce tht- music of representative Romantic composers 
lo introduce the form of operci 
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IJMI ^) 

Purpose.' I., mtroiliict' i\w \uu>\( of rt'pu'SiMii.jtiVL' Lon^poM'!^ ttorn tlu' 
tiool 1)1 Nirk'itH'iuli C\'titinv CMuonuitKiMn 

IJMI 10 

F^irposf lo intioJun' t[u' imisk of u'pM'Si-nt.Uiw ^MfupMs^-s fi^ni tlu' 
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Intermediate Level 
Emphasizing Traditional 
Techniques — Sample Unit 1 

I Refer t^) Sample Outhtie Ut)it 1 p 1 7h) 

Purpose 

\ i) va\uk\u( e \\]e UMisK ui C >k\\\' tiiui Itdlv 

Materials 

I i)pe roc oriicr 
S|Kii» proK'c lor 

Suggested References 

Histi)t\, i>t Music jM Simnd Aticietu unci OnctUal RCA Valor LM()(r>7 

liuihiior Musical InstrutuetUs Through the Ages Batctmorth 

^x'WiUe^ Music It] the Sonal atid Religious Life of Antiquity f-airlciyh 
I )u kin^on P)74 

F*(K'trv rt'latt'd to et\r\\; i\reek and Italian Mu^\c a^ in Dovor, P 

Pot'frt' Ati At]th{>l(nj\,' for High Schools imj , Keats' Od*.' To A C iret lan Urn , 

MonK»t s Odv^sous Wasfu'd On The Shoic 

Strategies 

I Sinj(jt'sl tfial studtMits irnayuR' tliat thov are travellmy m a timo cap5>ule 
l\u k l») [\\e Wine of Netinderthal Man Have tliem describi' what tbev 
tliink thi' first nniMcal instruments used by man u\)uld look like arui uta 

J I isiny visUtil lids i'xplam and diayram musK til c oiKepts of eaiK (iiei'ce 

i A^k studiMits ubat instruments tbe (jti'i'ks used and v^bv 

I ith visu<il <iid^ explain and dhujrtitn music (j| c oiu epts • )f earlv ItriK' 

» Wbat nistrumi'iits did tbi* F^oman^ use cuui ubv' Pose tbis cjuestion {a 
^tl^ lents ai id disc uss 

' ' I^lav. e\.implc»s an- i sb< a< pb< 't< xjrapb^ < >t msti uments < >( ( Jiei'c e <WKi Itak 

r ( 'siiii^ tbr ( jret'k letrai bold M <ile reviev^ duitonic cbioniatu aiid 
♦ 'iib.iniionK I )iM u^^ ( sreek m< nle^ 

^ SiiK^m*^ oi pl.auK^ e\amf)ies on tbi- pi<ino bave stmlents urite ibe music«jl 
> ii( tatK )n 

17S 




Assignment 



A>k >tu< l«'nts !• . link.' .1 ii-l . it li.iMi thn iiv. >1m1K ti'l.itinq •< > >' , ■ •■ ll^K < j! .miK. 
( i; !• ih. 
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Intermediate Level 
Emphasizing Traditional 
Techniques — Sample Unit 2 

iHvfcr to SanipU- Outhiii' Ui)it i.' p ITh) 

Purpose 

If) K'VK'u niod^'s tiiui sciik's UMiiy ocir training and tht'ort^tical skills 

Materials 

sluit' prt )K'c U n 

Suggested References 

( Wryondn Chant cMui Plainsony from /-//sf(;rv of Music It) Sound. Ancient and 
Onentu! RCA Vic tor LMUO'u 

Kmson Ke^i^Monutnents <>/ the tiiston,' of Art Prcnticc-Hdll c 9 . Medieval 
Italian cathedrals 

Strategies 

1 fVyin b\j reviewing Sample Unit I assignment 

2 Sh{)\A slides of early cathedrals 

^ NtAt Ciregorian Cfiant could be sung and discussed 

•I Using (iregorian Chant discuss monotic. parallel, free and melismadc 
< )rganum 

1 PLjving e\«ini[)les of CiregorMn Cfiant. have students write music 
Ik tilth )!i 

Introduce free three \^t\r\ org^mum e g , lA'CMiinus and Perotinius 

7 Using organum revu*w all eccleshistual m.odesand discuss differences in 
relatiofi to ( »reek ni< xii's 

^ f^iav, examples of ( »reek nuxii's luul fiave students write music dictation 

*^ An introduction of tfie Mass using (» Mtufiaut as an example could 

ff )\\< )W 

in , iav excimpU's lr« ;!n M,iss ,uul havi' students verite music dictation 

Assignment 

Ask students to bring miitiTUiU to elass th<Jt show a represi'ntattve Meciieval 
ptiint'ny sculpture, l^uilding <vk\ poem 
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Senior Level Emphasizing 
Traditional Techniques — 
Sample Outline 

(IMI 1 

I'> intnxIiKi' rlu' U'i hnuiur of Kw'lvt* toru' urititiy iti ( < unpc )siti( )n 

DM I J 

f^irpcisr I., mrrodii. tUw,' ]\v \ ,hu1 fwur p.wt i ouiitt-rp^ )int 

I'> introduti' fiffli >pi\ w^\\<n p<jit ,iiui tlirrr p<)rt countiTponit 
.ib< ,111(1 bi-l iv^. ,j «^u*'n I ,wmi> finnus 

DM I 

f*ur[)<»s*' \>, iiifrtMiu^ r niodiiliition 

^♦Hond.Hv. ^r\.riitli .iltt»!riti<>ns 

DM I 4 

f^irpo^f Ir, intriKiiur \\w inusu of rt*pu*sk.TiMtRv composers of tho ' School 
< >t SiTi.ilisrn 

lo introdtu*' tlu' trLliniqut' of st'n<ilistK ^^.■nrl!KJ iii ronipij^noii 

DNir '» 

f^urpt)s*' lo mtrodiKt' thi^ tcip^d rmisu of roprt'siMU<»tivt* (oriiposers of the 
St hiool of [Ji'Ltronic Musu 

lo i!)tro(iLu\' MusttjUl' Doncrt^to ttn fiiiiqiK^s (tapo riuinipulation 
rrt InuqUi's) and t^U^trRdllv yoiKT.ited sounds into cornpositionh 

DMI 

f'tirpoM' !o inrrodiKi' tlu* tap^'d rnusu of rrfMi'sontatai' tornposers of lhi» 
S( \]i .( )| ( )| ( \ >n^puti*r Musit 

lo f>r( ornr f.irnilhir aith o Dornputi'r C\Mitrr visit Sinion 

f rasrr I IniVi»rsitv, Dornputrr C^'ntrr) 

DMI 7 

f*iir[>t»s.' lo infrodui r <in.ilv,A* .wui disr uss \\w inusit of rrpu'st'iittitivt' 
I 'A f titu-rli ( \'ntun, tiaditiondl ( oin[)ost'rs 

DMI s 

(Niiposr 1 ' » Mifr- >dui r advant rd ( ondiu tiiuj trc luii(|'.U's uMiuj t MntiMnp(irar^ 



I ' ' N'V )s'\< til! prr\ t( )iisk KMriu'd c ondtu ttiuj tiv fintqui's hv, 
• isMqniiiq stiidmt> to 1 ondut t cjn *'ns*'?nhlr m tlu' st hoo| 
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UNIT 9 

Purp<)*>t» To introduce advanced rhv,lhmic techniques using the music of a 
major Twentieth Century f>ercussion composer 

To review all previously learned rhythmic dictation techniques 
using contemporary scores 

UNIT 10 

Purpjose To introduce advanced form and orchestration techniques using 
contemporary scores 

To review composition techniques using onginal student 
compositions 



Senior Level Emphasiziing 
Traditional Techniques — 
Sample Un' 1 

iKf'fer ti* Siunpii' Outlifii' unit I p ISl) 

Putpose 

In intnxlut*' rhf musu of ri'prt'^entdtKv coinpnst'rs of tlio I)()(it'c<.:ph<)nic 
' !ntro<iuvi' ttx' tt\lir^k|ut>s of tuk'lvt' Umv kk'WUwj in cornpc^sitioii 

Materials 

I <ipt' lecortlr: 

Suggested References 

S(fuH»nlvnj ( cno for Vii)l\f} atKl Orche^.tra 

Bi'icj [{'(t/y.crk 

Wohorn Si^rnphorii Op 21 

I)(>cioi\iphoti;c F^ri>( is (Soc Siimpk*. p 202j 

Strategies 

1 It Is Mujyt'stL'cl that tht' cLibs liM^'u to rccorciccl tions of D<;dLTdphonic 
niusu ^> 9 Si hoL»i\lvrg Cofuvrfo /or Vuylm and Orchestra, Bt'rg's 

()//<'( k ihkI WflH'*"r^,\ Symphony Op 21 

2 Dis^ Us*; notivi'db^.' ciiffereiices hi the compoist'rs' stylos (if5»pitL' tht.* fact 
thf^t all u^e tht* sai:^', Kwlve-tone principles 

» h\plain ami diagram original, retrograde, inversion and 
retroyrtide-inverMon techniques 

4 f \plain an(i (hagrari^ a multi voice twelve-tone vvritir.g by arranging an [O 
row \.erti( alkm chord structures or [o]. [r]. (T) and 
[HI| simultaneous^ 



s 



Assignments 



1 Compose a Kvelve tcMie melody for one instruiT^ent ( • voire 
UMng [o]. [kJ Q] and ^ 

2 CofT^pose <i twelve tone composition for hra^s vu)Ovivvind or vocal 
ens >rnble using vertical Mid horizontal techni ]ues 

^ V\i\K student compositions in class 
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Senior Level Emphasizing 
Traditional Techniques — 
Sample Unit 2 

iRiicr fo Sawpk' OutliiH' Unit 2. p ISlj 

Purpose 

in introduce thrcL'-part aiui fout-pcjrt countt'ipoint 

lo U'viuv^ fifth spt'ciL's tuo-pcut cind thiet'-part C()U!itL»rpt)int above and 
Ix'lou a yiVL'M cantus firrniis 

Materials 

Tape Rt'cordei 

Suggested References 

Barber Adagio for Strings 

Counterpoint (See sample, pp 1W-2()1) 

Piston Counterpoint Norton 

Strategies 

1 Ir Is suggested that Sample Unit 1 be reviewed 

2 Using Samuel Barber's Adagio for Stnngs^ as a recorded version of 
counterpoint 

\ Disc u:>s techniques used to create powerful climax 

4 F^lav the reconied r>election again and have students write the 
t ounterpoint 

> 1 he teacher should lead a discussion of the species techniques used by 
the coiTiposer 

i) I'ollow up by reviewing fifth species two pciit and three-part conterpomt 
abfjve and below a given cantus firmus 

Assignment 

1 C^)nipose a piece foi brass. u(M)dwind or choral ensemble usincji 
three part (Uui or four pait species counterpoint 

Z Plw, the student composition m class 
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Intermediate Level 
Emphasi2ing Contemporary 
Techniques — Sample Outline 

I'M I 1 
f 'Ml 

I" M!fl".!u, V' 111.' pii'iin !r 

I SMI ; 

MM I 1 
MM I , 

f*^^'f>*'^* I" iMi'xIiut' totu' I lusters siomiy cjtui notcUtoii UMiiy suttahlc 

^* '^'^ M 1 i'J«-*ti s/\frn(>sp/jt'r(\s. Rcquicn] and /\t'U'fni;; 

('Ml h 

l^l^p><)^'' lo Miti.xiui r rlu' [nirn of iiuilti \\u\iu\ ,jnci tlif tee linitiiu's of 

f>? lu( in<j v'Kh tionu somuls usin<j suitahk- M'kvtiMus (e y F.eiijai 

('Ml . 

f^'in^* I' ' "Ul< hIui e foril) ot I lUlt.ltcJ 

i'ltf'duM' tli.' t»'( liimjih's of t'lec ttu .j| sound usitnj suitabk' 
Stf / ,,WNj/ii( A/(is/( \o I) 

MM I ^ 

I I • ' IMtH 11 Ua 4' . Hq,inH ^JiOU til 

I" ^. X al cilpli.ihet U'i liiiKjues UMj H.'ij, ) ^ VisiU^i^) 

' • ' ''^f^' " e v^H ahularv (4 ac « >ust!( ol(jq\. 
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DMl 

Purpose lo compare and contrast Classicism " with "Romanticism"' ( 
Pciuiereckfs /n Mctymn, and Schafer" s Threviodyj 

UNIT 10 

Purpose lo compare and contrast keyboard recordings (e g . Rick 

Wakeman'sSix W/iues of King Henri; VUI and Riley s Hainboi 
Curved /\tr) 

To review all previous listening examples identifying title, 
composer, date and content 



Intermediate Level 
Emphasiziing Contemporaiy 
Techniques — Sample Unit 1 

(Refer to SiinipU' Outline Unit 1 p IS:')} 

Purpose 

lo introduce MusKjUi' C(;iHrt't*' techniques 
lo intr(;(iu(e Kisu u\pe recoidiny lerhniques 

Materials 

A hc\U track ^lereo t.ipe recorders .ind one nucrc^pfione 
He( ( ird pl(jver 

Suggested References 

Bedtles Strduberrv t-ields f-orever fri.ni Sgt Peppers Lonelv Hearts Club 
Band 

Beatles (hhkI M(jrniny. (i(M)d Morniny' fum Magwal Mi'ster\,' Tour 
Beatles Sound Triick from Yellow Suhn)anr)e 



Strategies 

1 introduce ttipe rncini[)ulati(jn te(dinK|ues e y . "k" retrograde Beatles' 

Stravvherrv Fieltls Forever" rnixmy "(lood Morniny. Good Mormny 
speed alteratKjn and splicmy Yellow Submarine 

2 Ask stu(ler)ts to name curretit pie( es that use tape rnanipulatioti 
teclmKjues [discuss 

i Ask students to find one oriymal sound source m the immediate area 

4 Hi'tord student sound scjurcesarul manipulate thern usiny fR 



mixing 



spl\ HU] aru! speed alleratuni 

') Heviev^ <jr<jann mixmy i e . read Musique C(;ncrele (See pp U^e)-197) 
md cjsk students to \.vnle ttieir (jwn comprehensive list (jf orqun/c sounds 
Discuss 

Assignment 

1 Ask students to bnruj to class llieu own examples of Mu^aiue Concrete 
usmj tape n),inipulanon technicjues 

1-^ Visit a recording studio as ,\ cLiss f in example [jttle McHJntam Rec(jrdiny 
Studii) West St'Venlh Ave nue., Vatu ouver B C 



187 



ERIC 



Intermediate Level 
Emphasi2ing Contemporary 
Techniques Sample Unit 2 

ilu'lci hi SiUtijv,' ()utlit)t' Unit J p IS.'i) 

Purpose 

I ' ) llltH n\\M i' M »UV.vl hiilik 1 ^' nine I M <jpr U'( IlIlKjlU's 

I < < nilK M iu^ i' tlu' pt^'likli* 

Materials 
Strategies 

! A u'vu'u ot S,unpU' Unit 1 AssKjiiuuMit u<<ukl In* <i yood biMjituumj 

J Nt'\t llu' pii'liuK' ( (Uihl br iintodiu c'd UMiitj MniiciK )ylu s Pi^.'lu(k' for 
[^uhtH'i 15(iiu! (IS cin r\fiinpk' 

') A^k stiulfnts lo (lis( liss tin* tontfiit ^wkI loiui of tlu* pu'kuU' 

1 Inttf hUk U'MUjiniiKj pr^'knk's 

) A^k stikk'tits to u)niptj!r tlk' Loiitrnt riikl stru».tiut.' of tin.' tc'tiidinnuj 

pit'kli k's 

O I »*( ImUjlU's Ust'd Im; tlu' ( < JlliposiT ( < )UK1 bt* dlsCUss^'d 

r A^k slihk'nts liou tlu'v, v^ouKI opt'iiitt' oKhntj t'quiptnent to ddnt^vr 
hun )( ha <' ^ound biU)k diul II^ iipplu dtn )n to a )m]v )siti< )n 

['itti'dlhi' V )Uiuls( <jpc' t^H ll!ll()lU's lis cUl t'( oknjU clU oiUlol ovvi Ulklhfi' 



ISS 



Assignments 

1 \Kuh' t\ list of sounds LoU lusn oVt'i <i tUcMltl.' foil! lloUT pctlod 

( .it*'qon/r tlu' sounds ,uul b»'<jin huildnuj l'oU! ov\.n srnnid b^jnk list 

' klMl 1»J tlu' ( ' M' 

/ ( < >tnposi' i\ ptriudi' Llsliuj MusUjUr CoTU U'tf solintl of ( hou I' Usi 

■ ill Imhi in.inipuLition tiu linujurs on tlu' tdj^e rc( < )i(k't 

« V'wtt n Old p!»'ssnuj ( oinpijni, ns ij ckiss |-or rxcunplc hnpi'tujl Hfcords 
( otp SS4'> S»'iknk Sttrt't Vfintwuwr 
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Special Group Assignment 

uMuiK' sounds over s^'v^'ral tiavs vvr^'ks F^lavl^cu k M't^nuMUs \\w school 
l\A s\.st^'in iH'tWi'rn J.wsi^s 
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Senior Level Emphasizing 
Contemporary Techniques — 
Sample Outline 

UMI 1 

I\ir[>)^t' To niti()ciuc\' durdl cHkI visual cjrt Hirough thi.> wt)rki» of 

lo K'Vk'w ttu' niu^Kdl t'lcriKMit^ ^utli cis timbre jipc'ctruiTi etc 
(eq Sotui Landscapes !\() !i) 

UMI Z 

f^irpoM' lo introtiike the niUMt (Uui pliilosopliv of Jolin Caye 

lo revu'U' Autiitorv, [jteuKV umm^ re[)resentcitive riiUMc (Uxl art 

UMI ^ 

\\u\)i)se I ( ) mtrt )tiuci' nuitlu'rnatit a! ik >tati( )n (e q , Stoc kliauseii s 
I ' ) rc'Vii'u I u^Mitietli C\Miturv st( )riiuj and notation 

UMI 4 

PL'i[i(^se lomtroduu' llie tapeti svntlK'M/eti niUMC of lepie^entatae ^enall^t 
(ornpo^el^ (e Dcivuiov^kv Babbitt) 

lo review ta[HHi svntiu'M/eci nuiMc (e , Ciabuia aiui Lueniiuj) 

UMI ') 

l^irposi' lo intiotiuu' the fihn ^tv)ri' (e McLaien s Ojnis) 
UNri (> 

[^ll[1o^e lo introtlute recorclinq *e( Imitiues foi Band Stniujs, Clioial Mumc 
aiui Hock en^eInl1le^ 

lo revii'u cill recordiiuj equipment 

UMI 7 

Puifx )^»' lo mtiodih e cuivancetl t lasMcal form bv ti^^'yniny cin onijmal tape 
tonifioMthJii (sonata alleqio Ilujii*') 

h ) ieei< A svntlu'M/ed < n h» 'siia! trc liiikjues (e (j 'loinita 

St.aviiiskv Moussorqski ) 

UMI S 

l*urp< js^' I o mtn hIiu e taj:>eil senllicM/ed rot k ( »ji*'r i (e ij Ru e W cbbe\ ■> 
/esiis ( lifist SuptTsta) I lie VVlin s /ornfMi ami Hk k VVak^^'inan ^ 
/( Minua to / /le f \'Mfr* ' ( >/ I }]c tAitlh ) 

UMI w 

PurpoM' I ( ) (. leate an ^.'neironnient m tlie luxil to f)resent an oiiqiric'l 
inulti inetlhi [n( )du( \u )\\ 

UMI 10 

[^np« )Si' I o pres nt <\ ( < *.Mt tiiui < )i ret ilijl usiny ( )rit^inal ^^oik^ Ik 
members < >t llie musu t kiss 
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Senior Level Emphasi2ing 
Contemporary Techniques 
Sample Unit 1 



Purpose 



1" IlIr'uilK .i.iMi V'.\ U^imI .III ihlMlhjIl tlu- 'A oiks .»t H'pfrs^DtcltlVC cUtlMs 

I ' • rt'vu'v^ til*' iiiii^K tjL'U'Miuits ^iji I) .js tun In*' ^pt\ ttuni rti q I tiuj\ ^ 



Materials 

Suggested References 

I < .J ' )| 7'M'i ; 

Situ lifi>n\ I ;?;fs I iiiv/i^iiuil I inrs W'lindl f^LMC [ ilni 



Strategies 



i 1 < > »''i.jf>!*' siiidrnts t( . \u',\: ,]]\\^h Un]]] ,i non tt^ finit .il [)()]nt ot vk"A 
intr< mIu^ pi.M^r.'^Mv*' N-Lw.itiMM tr( [iiiKjiu's r^'l.i\ ttio stiuknif lights off 

l.lM.is jp,'. \., ; hlstUK t tfir stlKkMlt to flM'A Ult[] tflO M)UIlcl 
* ^^'1 ' U - y']n 'Ull.jqr.l to put tfu'H fi^'llliqs .uiM *.'\|X'IUl.ru i's onto 

P')p» • 'n p< . Imv^ ;nq<> 

I I )Im I 

iMit-'iii, i.ip,' 'I'^ii.ii .iii.ii. )i^iu sound tr.msiiuo'i l»H hi]U]iirs i»M^ 

' A iis< u^<>M ") ' >t . oinpf "Situ .tun .ip|>ii< .iti' »i) ( < )uM ff >ll< 

^ 1"^^' ^ " 'Mipiitri .nirn.ition M( L^uon s .S^i* /i^ »Ma I < >k's 

/ /up ;» ' ' 
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^) CoTT^part' ciiid conlfd^t rnusicdi and visual i'li'mi'nts (e y Sit]chf,)tn\, ) 

Assignment 

1 RtMcJ 'Auditory Liieracv cHkI proparo a wniiiMi vocabulary libt 

2 Visit a Communications Ct^itr^* ie y Simon Frasc^r Umvi»rsiiy) 



1 



Senior Level Emphasi2ing 
Contemporaty Techniques 
Sample Unit 2 

Purpose 
Materials 



Suggested References 



Strategies 



Ivv^ ^ 'i » ^ i fiMi; it' . . .1 \ii.iit..rv I itri.iM miik!*' iii.k!'. 



Assignment 
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Special Group Assignment 

Havt' d small group compost' and perform an original multi int»dia piece 
U"!>iny a large area of the school Use original student art. poetry, prose, visi 
and lighting effects Use suitable multi-media recordings as reference (e g . 
Varese sPoeme tilectrotnque) 



i 



Music Composition 
Additional Resources 



Musique Concrete 



:?) n.iniir stiiH't sMiiiuU sounds pi'»du' ^'d In. thuiilioiujl iiist] unu-nls < thr 

III t\:i!s iiu]i!]i] tfir h^'lt >s tl)»' f(3/u' . >h/t7 ^uis usv'd f( >i inanijHiu^nof i 
hniqiii's 111 ifu' fnst t'\pt»nnu'iit.i! ri^^tionu niusK studix) 

I \u' b.isu finujurs u^rd to (jitri orcjiniK sound on l<ipc <\u' 

1 "^p^'t'd All^^!.ll!on 7' • 1!K Ih's prl s\.H ond .^'lips cV I'sips 

J Kriiovji.uk' pLivinq lii*' t-ip*' si )un( K biU ku<ud 

5 Mi\in<j ( onibinmq sounds usiiuj nii lu* lluui < mu' t<jpr < )!dri 

I "^plu i uttinq liu' lap*.' 

) i^ru'i b iV ^ )liss(i!id( I t.ip*.' u'l o! (U'l rffri ts 

How Does a Composer Use Organic 
Sound? 

Speed Alteration 

I M\ u Ir tlu' I Liss b(jntl < )i( fn'stni < )i c fx ni int* ) ijioups At tin* disCi*.'tion i >f 
.1 >tudirnt ( oinposri t*'U fi yioup p*M tonus <inv, d^^sii*.'!.! sound Kc*hL\iri>c t'<ii li 
tup hrirfli, nnd tfu'n t otubitu' (jioups f( )i vaii< )Us tcAtur^'s R(\ ord tlu's^' 
.UM< Is v^. itfi i\ tap^* loe ( )1(Um (it 7' / 1 p s sptH'd \ \w\' plavbacK vour tape <U 
7' ' ps . I'l 1 [) s (Ui^d 1 - 1 p s spcftls Wii.it happen^'' 1 uss'^f^Noticc 
tiiat * at li tiinr >M s|< )'a tlu' tapt* (i( n fr< ►ni one sp^'^^'d to tlu' ne\t tfiat <i!l 
>« 'Mnds I >n ifk' ttjpe drop one lull ot ) N( )U leeoid tlu* five qr( )Ups niakiiuj 
M»A* s- an ids , It 1 ' i p s I hrn plai,b(U k at 1 ' s i p s V i i p s and 7^' i p s 
>p»'eds What happens M )is( us^ ' Notu tlujt rai li tinie v< )U spoed that tape 
up 11 * »in < >Mi* spred to tlu' ne \t that <jI! soumi Is on tlk' t<ipe tise i )IK^ full 

Retrograde 

I ar» ' tin ' I hiss t.ip*' off th* 'e* t -r i» 'r a' iJ tuin it upsi< U- dou n e\i. hanqinq 
piai t's \.\.itfi the tak»' up teel f<e AiUti the ttipe fast biU k onto the take up 
r . ; -ind 11' ph\. bac k th*' tap.' ■ This u ill ( )nl\. v^.oi k on a full tnu k tapi' 
' . t « in ) What h<ipj)en> M Mst uss Not it e v< iwit happens to tin ' s( )uiu!s 

]\lu ' U > Its pl.jteau .Hid !l> a", ■ )U listen t< > tile Beatles sti,rAbe!i\ 
I '•'!d> I * )!» 'Vt'i di» Mtles \l{,stt /ouM Notu e the flute II 1 Mie s( )i nj > 
i; M iih ti" -n 

i n>^!»M I ' it Ml 

atl.n h p!a!i e.u ifi i\ ) 
. tu-aid m ut 
wKh a'. I 'i jt»'au a1^s^ k 
• » 'tp »qMi U' < t! bai I aids 



The cymbal is also heard in retrograde later in the song Instead of the 
cymbal sounding ' swish swish'' it sounds "hsiws hsiws '. Can you hear 
where it occurs in the f ong'^ What other songs on this recording use 
retrograde techniques'-^ 

Reverb & Glittando 

Reverb was an early tape recorder effect achieved in the first music labs. The 
distance between the record head and the playback head on the tape 
recorder determines the length of reverberation Today reverb and echo 
units are built as separate pieces of equipment 

Glissando is achieved simply by pressing the fast-forward or fast-back button 
while the playback head is engaged onto taped sound. This creates a 
glissando that nses in pitch To create a glissando that falls m pitch, record 
the former and play it in retrograde 

Splicing 

To provide vanety m sound, texture and rhythm a composer cuts his tape 
into vanous lengths and mixes all the pieces up before joining them back 
together again with splicing tape If the composer wishes to control the exact 
rhythm or sound texture, he simply measures out the number of inches of 
tape for 7^ J inches per second. 3 U i p s or i.p s 

Now take the class tape and splice a rhythm into the sounds (You will need 
1 splicing bIcKk. 1 razor blade and a box of Editabs which are available in 
package at any sound equipment store.) 

Mixing 

Listen to the Beatles 'Good Morningj Good Morning" from Sgt Pepper 
Dunng the conclusion of this song write down all the sounds you hear How 
many different sounds did you find'' Did your list include. Beatles singing, 
back-up band, birds chirping, rooster crowing, cat meowing, horse neighing, 
dogs barking, lion roaring, horse s harness, horses hooves, hunter's horn 
and hen clucking'"^ Did you find others'^ 

How did all these sounds end up on one record? In the first music labs 
composers mixed manv different sounds using three tape recorders. Two 
tape recorders with diff(>rent sounds were mixed (or fed) into the third tape 
recorder Today one complex tape recorder is capable of recording sound on 
sound (super-imposing sound after sound onto the same piece of tape) 

Sound Bank 

A composer may go to a Sound Bank and obtain any sound imaginable 
These sounds are catalogued as books are in a library, except that the 
sounds are on tape The sounds used in the Beatles' ' Good Morning" were 
obtained from a Sound Bank The animals were not recorded live in the 
studio with the Beatles The taped animal sounds were mixed into the song 
tape If you have three tape recorders at your disposal, try mixing two 
different sounds onto a third tap^e recorder Do you like the texture'-^ Try 
varying tht^ texture by le-mixing the sounds at different speeds and volume 
levels 
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Class FYojects 



1 Make an original sound tape using Musique Concrete alteration 
techniques (sound material of your choice) for a play that the Drama 
Class may wish to produce 

2 Make an original sound tape to accompany an original poem, story or 
play written in English class 

3 Make an original sound track on tape for a student's film (Ask the Art 
teacher about Norman MacLaren's brochure on Hand-Drawn film, 
National Film Board Office, and make your own film ) 

4 Make an original sound track on tape for Polanski's film Two Men And A 
Wardrobe, available through your local Film Council Office (Polanski 
made this film when he was 17 years old for his high school graduation ) 
The film can be divided as follows for the class sound track 

Credits 30", Men from Sea bO", 

Pas de Deux on Sand ~ 80". Street Car 40 ' 

Girl 80" Thief 10". 

Restaurant - 40". Fish Meal 40". 

Hotel - 80", Cat 90", Fight 80". 

Revival - 20"; Drunk 30", 

Barrels. Cop - 100", Murder 20' . Men to Sea 90" 
Total Duration 14' 50" 

The matenal included on pp l^*<> 1**7 inclu!»ivo is reproduced with the pvrniisMon of the MacmilUn 
Company of Canada Limitcc^ from Sur THIh IS MUSIC FOR TC)I>AY 7 Caiuuiian Edition 
Photocopying or reproducing rnechanicdllv in any other wav this passage vk,ithout the w,ntten consent of 
the publisher is an mfnngv.>ment of the copvnght laa 
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Sample Counterpoint Preds 

The following data has been compiled to assist in teaching the counterpoint 
learning outcomes previously outlined 

Two-Part Counterpoint 

First Species — an upper or lower part added to the CANTUS FIRMUS 

— whole notes in the ecclesiastical modes beginning with the 
tonic or dominant 

1 Only consonant combinations may be used ( 1 3 5 () S) 

2 Begin and end with a perfect consonant (H 5 and so on) If the 
counterpoint lies in the lower pait (below the cantus firmus) only 1 or S 
may be used at the beginning and end (otherwise it changes the mode) 

3 Unisons (1) may occur only on the first and last notes of the cantus 
firmus 

4 Hidden and parallel fifths and octaves are not permitted 

5 The cantus firmus and counterpoint must not be too far apart (Do not 
exceed the interval of the tenth) 

b The counterpoint and the cantus firmus must not move m thirds and 
sixths in parallel for too long a time, since the independence of the 
counterpoint is destroyed 

7 Caution must be exercised with regard to allowing both parts to skip in 
the same direction if they do. one of the parts ought to skip more than 
a fourth (This does not include the skip of the octave, which must be 
considered a sort of tone repetition ) 

8 The type of motion preferred is contrary motion (opposite directions) 

Second Species — half note melodies are written above and below the 
cantus firmus (Bar lines may be used ) 

— It IS permissible to begin with an up-beat, however, the 
fir^t tone must be the tonic or fifth of the mode 

— the last bar must end with all whole notes 

— the repetition of a tone is now forbidden in second and all 
remaining species 

1 The ARSIS (the accented portion or the measure) may have only 
consonance (3 S b 8 10) 

2 The THESIS (the unaccented portion of the measure) may have either 
consonance or dissonance (!f using dissonance, one must move by step 
or fill in interval leaps by step) 

3 The unison on the strong accent is permissible only on the first and last 
notes of the cantus firmus in the remainder of the counterpoint, the 
unison may also be used on the unaccented portion of the measure 
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4 Accented 5 and 8 must be used carefully and never in parallel 

Third Species — four quarter notes are wntten above and below the cantus 
firmus 

— It IS possible to begin with an up-beat 

— the last bar must end with whole notes, the second to last 
bar should slow down with half notes in the counterpoint 

— two or iTHDre successive skips in the same direction are not 
permitted 

— a descending 3 may be followed by an ascending 3 4 5 6 8, 
if filled back in again 

— avoid sequences (like continuing ascending or descending 
thirds) 

-— never skip from the THESIS (unaccented beat) unless you 
are wnting a CAMBIATA — descending third from the 
thesis filled back in 

— use lower auxilanes only 

1 On the first and third quarters of the measure, only consonants may be 
used 

2 On the second and fourth quarter, dissonance may be used 

3 One must begin with a perfect consonant, unless the counterpoint begins 
with the up-beat, then imperfected consonances may be used 
occasionally 

4 Except for the first and last measures, the unison is not allowed on the 
first quarter of th^ measure but may be used freely on the remaining 
beats 

r> Accented fifths and octaves are not permitted on successive accented 
quarters, but must be four quarter notes apart 

Fourth Species — tied half notes 

— dissonances n-.ay be used on accented half notes only 
(ARSIS) and so used that the dissonant tone is tied over 
from the unaccented part (THESIS) of the preceding 
measure 

— it must then be taken stepwise downward to a 
consonant on the thesis 

1 Dissonances may be resolved only to imperfect consonances (3 6 10) 

2 Counterpoint in the upper voice may form only 4 or 7 as suspension 
dissonance, counterpoint below the cantus firmus uses only 2 or 9 as 
suspension dissonance 

3 In fourth species as many suspension dissonances as possible are used, 
however, occasionally ii is necessary to put a consonance on the ARSIS 

4 If a syncopated consonance occurs on the strong accent (ARSIS), it is 
permissible to take a passing dissonance on the following weak beat 



ERIC j , 



5 The unison may he used freely in the fourth species both on ARSIS and 
THESIS If the suspensions are broken, the rules of the second species 
hold also with respect to unisons 

() It IS permissible to begin with the up-beat (THESIS) which then must form 
a perfect consonance to the cantus firmus 

7 In the fourth species, if the counterpoint lies in the upper voice, it is best 
to use the suspension of ihe seventh in the cadence, with the cantus 
firmus in the upper voice, the suspension of the second is the rule 

Fifth Species — mixed note values 

— rhythm is fr^e for breves, wholes, halfs. quarters or eighths 

1 h IS important to create vanety in the melodies, however, always start 
with breves and whole notes and gradually move to halfs. quarters and 
eighths, (vice versa when approaching the cadence) 

2 Use eighth notes in pairs only (often following a syncopation of fifth 
species) and on the weak beats 

3 Only dot half-notes 

4 It is best, generally, that the quarter-note movement begin on the 
unaccented half-note, especially in descending melodies (One may leap 
up from an accented half note and fill in with quarter notes and vice 
versa ) 

5 Skips up to an octave are allowed from consonances (except 
cambiata^) 

6 It IS best if quarter-notes move up to an accented half-note rather than 
an unaccented half-note 

7 The maximum number of quarter notes used consecutively is 9 (i e . 
Palestnna's Mass **Missa sine titulo" ) 

H Do not use two quarter>notes (isolated on an accented half-note Use 
more than two quarter>notes) consecutively, unless followed by a 
suspended half-n(jtt> tied over from THESIS to ARSIS, or if the first of 
the two quarter-notes is tied over from a preceding half-note 

^> Do not tie short notes to long notes, only long notes to short notes 

10 In the u^e of dotted half^notes. the rules for the third species apply to the 
last third of the note value 

*The CAMDIATA mad up of four notes (usually all quarters) 

M) « fl 7 H 7 ;j 4 

(descending leap of a third from a dissonance on the THESIS) 
Cadence forty)Qti(}ns 




Sample Dodecaphonic Preds 

(The 12 tone technique) 



The following data have been compiled to assist m teaching the 
dodecaphonic learning outcomes previously outlined 



The basic row or senes is carefully plotted in order to provide effective 
melodic and harmonic material for a composition When it is first written, the 
row is normally notated whole notes without barlines In addition to the 
onginal row. three derivations are obtained. Retrograde. Inversion and 
Retrograde Inversion 

In adding metre, rhythm and dynamics certain rules must be followed 



1 ANY TONE MAY BE WRITTEN IN ANY OCTAVE 

2 THE SEQUENCE OF TONES IN EACH OF THE FOUR SERIES MUST 



BE RETAINED (A note may be repeated out of sequence in the same 
octave if it is used in trills, tremolos or pedal figures) 



3 EACH OF THE FOUR ROWS MAY BE TRANSPOSED AT ANY 
INTERVAL 



(The original row and its three derivations may be transposed eleven 
times, allowing twelve positions for each row We now have forty-eight 
senal patterns that can be used in our writing, as long as the exact 
sequence of intervals in each series is preserved ) 

When composing for Kvo parts, one row may be divided between the 
voices, or separate rows may be used, simultaneously 

When composing for multi-voice wnting. one row may be arranged 
vertically, in chord structures, or separate rows may be used, 
simultaneously 



Ongmal 



Retrograde 



Inversion 



Retrograde Inversion 



Clartfwt 



Andante 
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Teacher Reference Books — 
Mudc Compodtion 

Apcl, VV THK NOTATION OF POLYPHONIC MUtilC m) I hOO 
Mt'dit'Vdl Accuifniv of America 

An (luthnritv on Medieval and RcnaisiKMicc flotation Hxcvllent i'xanipk'! 

from original scores in black, whitt* and red notation index and 

tranj>cnpti()ns in the appendix 

Eiuchner A MUSICAL INSTKUMLNTS THROUGH THh AGLS 
Batch worth 

Kxcellent survey of muMCal instruments from primitive to traditional 
Fullv illustrated witfi photo reproductions hxampU's of Medieval and 
Renaissance consorts 

Biirkfiart ANTtlOLOGV FOR MUSICAL ANALYSIS Holt, Rineharl and 

Wlllstf )U 

Well chosen score examples from Hena' P ircell to Milton Babbitt 
Indexes enable teachers of harmony, ear-lraininy, counterpc^nt aiui 
form analysis to find examples of specific items for classroom 
presentation and assignments 

Cage SILLNCh MIT Press 

A series of lectures and articles delivered and published dunng tfie past 
three decades A must " for composers Includes articles from The 
Future of Music Credo*' to "Music Lt)vers" Field Companion ' 

Cardew SCRATCH MUSIC MIT Press 

Ideas for composers including earlv (outlines and later notes to 1001 
activities Appendix contains ft)ur compositions along with provocative 
visuals 

Ci »pe NT IV niRLCTIONS IN MUSIC Wm C liu a< n 

A survt y including thoughts on beginnings, sound mass, instrument 
'-xploration. electronic music multimedia, improvisation mdeteiminacv. 
antimusic and return Well organised glossary and appendix with score 
i'xamples 

C ross A BIBLIOGRAPHY OF LLLC I RONIC MUSIC Toronto 
Universitv of Toronto Pres^ 

Bibliography ot Flectronic Music for those interested in composing musii 

m contemporary manner 

Oowhurst ABi s OF h\PL RLCORDING Hovf.ard VV Sams X: 
Bol^hs Merriel 

Introduction to tfu* tape recoider including understanding choosing 
Using, simple tfiiiujs to do practical uses and advanced uses for tape 
re( orck'is 

Crowhurst / LLCIRONK ' MUSK AL INSIRUMl NTS Tab Books 

f le( tronics and musu amplification of traditional instruments, electionu 
n)«>d}fiers fully electronic instruments, amplifiers and speaker svsteriis 
Antfiesi/ers troubleshooting, philosopfiv of electronic music 
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[xiihn iixusiQUf sor nuMii rmisiUKY 

COMPOSmOS Win Biouii. l^Jfw 

We'll oicjani/t'd liMcilv^is ot toe hPK|Ufs tMui niiUiMiijU iohiti\i \o l^Oth 

C\'ntUI\' volt's [ MTclM's fnl studiMlt tomposiMs 

[Vlp LLhCTROMC MUSK' IIU. SYSTHLSlZl li Ktn^M l-loikia 
AM Pub 

Introtiuttion to svntlu'M/iMs tiiui tluMi coinporuMit OtUts built in tlu' hOs 

iK-niiis / .\7'/ WA// .\7/\/. MUSU' IS SCHOOLS London Oxfotd 
UiiiVi»rMtv, Pii'ss 

riiorouyli survw of oxpoiiincntcil music in - cliooU includmy sc oir 

lAli'ipts 

Dfutsdi SYSTHLSIS Alfred PuWisIkts, P)7() 

Introduction to totiav ^ Inu^lcal voc\^buldry. tho historv of t'UvtroniC 
nujMt til*' U\pc u'touiiT «is i\ inusKwl instiunu'iit tli«' oU'ctionu svntlK's!s 
of sound t^nd tiistussion of ^vn.tlu'si/ors t^nd studio hoiK Inriudt's o 

[K'Voo / LlAlKOSlC MUSIC A COMPHI HI SSlVl 
H.WDliOOK Vornon. C't [Jortronic Music I..iboMtoiK»s p)77 

C'U'ViT yriipliic^ Vibt's ^ound cind <Koustics, tc^p^' rocord^T husb.uuirv 
cri'fttivt* tcipL'Uork. >vnthcM/cT husb*indry. how to sror^' puttmy it all 
tcHji'thiT. ptitchcs iind scoic shcL*t> 

I h ,vvi P( )l.ll<y /l\ AS n iOLOGY FOR / //( Si 7 U)()l S I lolt 

Kiiu'hrWt .inti Winston, l^HA 

SuittibU' poctrv cjntholoyv for inusu coinpoMtion includt's Poctu 
SuT-piisi*, Poi'tiv, of TrddiMon Ndturi' Humour. F^)cms of StruyyU' tind 
f\Mcc IncUuii's intinv C\mtuiuin <jutliois Indexed by cuithor title cuui 
( t )untrv, 

Dmck Hctdci \ MMducjno UOWTOMAKl l.Ll.ilROSli' 
MUSIC 1^7^) 

PxcK tUiil yuidi' foi student> iiu ludiny sound. tian^form<Uion equipment 

lecjUirenuMits lecordiny experiments collec timj sounds tapi' 

lei hnicjues. tape experiments. acou>tKs svnthesi/er and i'xpeninents, 

pio|i'(ts tind technical mfoimcition A dbcoyiaphv from Vale^e to 

Toinita 

I K^ver Mr\KlSG IJ.i.ClROSIC MUSK ' A COURSl. I'OR SCI K)OLS 
J VOLS Oxford Universitv Pres> 1^71^ 

inifoduction t( ) ( ontemp< )irwv, music comp< >Mti< m tet Imujue . foi m ho< )1 

studi'nts 

|)uu>r COMPOSISO WUH L\Pl Rl CORl^l RS ( )vford Dnive.sitv 
Pn-ss L^71 

Introducloiv, stud*'iit suivev, on MusK|Ui' C'oiu rete foi vouny bi*ijinn»'is 
lopK s IIU lude Anv, Nuinl)i'r Can P1<K Sounds ( ialou' hist St^'p Wlvit 
are ui' aimnvj at^ Sonu' Workadav Mtitti-rs Sounds m Sjxu i' Planniiuj 
(^)mplete (^ unpositions 

1 lliot /0(;\/).S' ) Wi'ston Walsli P)7() 

lntr< H iu( t»( >n t< > Musique ( '< )n( leti' usin<j rlie lape U'( « )ide! 



Fnend. Pearlnuin & Piyyntt LlARMMi MUSK ' WITH SYXrHhSIZl HS 

Hal Leonard. 1^)74 

Arcftwnci' mcludiny tht^on,'. clcctrotnc sound j>vnthi'Ms. baMc 
opi?rati()nal features, timbre, melody, harmonv. transposition in settitig 
up an electronic music studio 

Hindemith TRADITION HARMONY HOOK 1 Schott 

Survey (^f traditional harmony evrcises for students from basic theorv 
rudiments to chord alterations and modulations 

Hmdemith TRADITIONAL HARMONY BOOK 2 Schott 

Kxercises for composition students introduciny forms from canon to 
orchestral suite and sonata Wntiny styles and harmonic material 
correspond to Chapters *^>-i:S in Traditmnal Hannonv /iook I 

Howe ELECTIVE MUSIC SYNTHESIS Norton, 1 475 

Includes acoustics and psycho-acoustk s ek'ctronic niusic equipment 
Computers and electronic musk- 
Howe i lectronk: musk ' synthesis concepts each itii s 

TECHNIQUES New York Norton 1^75 

Advanced survev of electronic musrc ,synlheMs for composers 
.Jac( )b ORCHESTRAL TLCHNIQUE ( )xf< )rd 

' Manual for Students" coventiy basic techniques Includes baMc general 

description, written and plavitig range and colour * effects of eacfi 

instrument 

Janson H W K7-V MONUMENTS OE I HE tilSTORYOE ART 
Prentice Hall l^hO 

A thorough visual reference - all plates Survvv from prehistoric and 
pntnitive art to Jackson Pollock 

Jenkins & Smith LLECTRONIC MUSIC A PRACTK \^L MANUAL 
David \ Charles |47h 

Introduction to the basics of electronic music 

Karkoschka NOTAIION IN NLW MUSIC New York Praeyer 1^72 

Score examples and index of symbols foujid scores froni Schoenberg 
to Boule/ 

Ku/mich A CREATIVE APPROACH TO AURAL PERi EPIION AND 
MUSICAL SENSITIVny Toronto Ciordon V Thompson 1471 

An ititeresting concept and studv for those interested in the c ^Mtive 

approcK h to music composition 

Ung MUSIC IN Wl STERN CMLI/A nON Nc >rt< m 

Thorough survev of music from ancient (ireete to Impressionism 

I^rkin DALI London Pam Books, 1474 

{'.xcellent collection of representative paintings bv, Salvador 1 )ali 
including Appantion of Face and Ftuit Dish on a Beai U iuuni colour 
reprtKiuction printed in Italv 

MA\HATTANVILLL MUSIC CURRU:ULUM PRCXIECI 
SYNTHLSIS NeuYork Media Inc 1^71 

hmphasi/es creating niusic through movement, various media and forms 

205 




Pavntor UtAR A>:D S(m London Univorsal hd V)72 

Suaw of coniemp<^rarv composition techniqucj* usmg basic lab 
tL'chnitjues 

P<iviiter & Aston SOIJSD AM) SILhSCl: Cambndgc Cambndgi> 

Univcrsitv* Prt>ss 1*>7() 

A seni's of thirty-six projects i*xplormg sound from mystery, pictures, 
silence, drama, movement, space and time, nature, shapes, melody, 
words, modes, rows, heterophony. harmony, chords, tnads. passing 
tones, secondary tnads. suspensions, night music and theatre piece Well 
organized glossary, discography. index, photos and score excerpts 

Piston COUNTERPOINT Norton 

Complete survey of Palestnna counterpoint 

Pist<;n ORCHESTRATION Norton 

Matenal ;)n all instruments and problems in orchestration Score 
evimples from Bach to Schoenberg 

Piston HARMONY Norton 

Traditional harmony from introductory basic theory to chromatic 
alterations General harmonic examples in score excerpts from Handel 
and Wagner 

R(;ederer. Juan G INTRODUCTION TO THE PHYSICS AND 
PSYCHOPHYSICS OF MUSIC Spnnger-Verlag. 1975 

Music, physics and physchophysics as an interdisciplinary approach. 

sound vibrations, pure tones and the perception of pitch, sound waves. 

acoustical energy and the perception of loudness, generation of musical 

S(;unds. complex tones, the perception of music 

Russcol THE LIBERATION OF SOUND AN INTRODUCTION TO 
ELECTRONIC MUSIC Prentice-Hall. 1972 

Survey of electronic music that may be useful to student composers 

Salzman TWENTIETH CENTURY MUSIC AN 

INTRODUCTION Prentice Hall. 1967 

An introduction to Twentieth Century music, the breakdown of 
iraditKjnal tonality, new tonalities, atonality and twelve-tone music, the 
ava nt garde. anu-Rationality and aleatory and new performed music 
Index, painting and score examples 

Schaffer CRtATIVE MUSIC EDUCATION MacMillan. 1978 
har cleaning. b<x;k of noise, composer in the classroom, new 
soundscape and when records sing 

Schu .rt/ hLECTRONIC MUSIC A LISTENER'S GUIDE New York 
PuK'giT. 19/.> 

(iener^il >urvvv, on how to listen to Electronic Music 

S^'or 7/ //. \/. W WORLD OE LI ECTRONIC MUSIC Alfred Publishers. 

IntroduitioT! to sourui. t'lectronic generation of sound, recording iA 
sound ckisMcal ttjpe recorcier electronic music techniques, synthesizers 
.Hui thi'ir music voltage control sources, synthesizer accessones. 
interconnecting vanous svnthesizer components, conclusion and index 



Self MAKh A SEW SOUND Universal Edition. 197b 

Well put ttxjether survey Transcnption, the voice, music and art. music 
and movement, music and numbers, group work and music of 
Twentieth Century composers, electronic equipment to more new 
sounds Many graphs, charts and score excerpts 

Self NEW SOUNDS IN CLASS Universal Edition. 1976 
Practical approach to the understanding and performing of 
contemporary music in schools Well chosen score examples from 
Schc^nberg. Boulez. Penderecki and Berio, notation of contemporary 
scores practical details of class presentation, contemporary percussion 
scores 

Sendry. A MUSIC IN THE SOCIAL AND RELIGIOUS LIFE OF 

ANTIQUITY Fairleigh Dickinson, 1974 

Outstanding plates including kithara, lyra. aulos, hydraulis and leucma 
Over ISO illustrations of ancient musical instruments Extensive 
bibliography 

Spnnger SWITCHED ON SYNTHESIZER Almo Hollywood, 1977 
Advanced survey of synthesizers using keyboard techniques. Jazz 
Ensemble keyboard players may find this a useful reference 

Starr & Devine OMNIBUS PART I Prentice-Hall 

Music scores from early Greece to Beethoyen Index by composer and 
title 

Starr & Devine OMNIBUS PART II Prentice-Hall 

Music scores from Romanticism to Impressionism Index by composer 
and title 

Stevens SOUND AND HEARING Time Life. 1965 

Waves in the ocean air. machinery of heanng. route to the brain, mind's 
influence, two-eared man. sensing the world by echo, heanng fails, 
fails, unwanted sounds 

Strange ELECTRONIC MUSIC SYSTEMS TECHNIQUES '\D 

CONTROLS Wm C Brown. 1972 

Parameters of sound m terms of A C Voltage, basic waveshape, 
amplitude modulation, frequency modulation, control -voltage sources, 
gating. e(|ualization and flirting, mixing, location modulation, 
reverberation, echo and feedback, type recording miscellaneous 
equipment, live electronic music, real time networks, bibliography and 
index 

Stuckenschmidt TWENTIETH CENTURY MUSIC McGraw-Hill. 1969 
Survey of Romanticism and anti-romanticism. noise and timbre, 
simultaneity, new means of organization, revisions and reversions, music 
of commitment, folk-music and exotic music, technical sound-matena!. 
mathematics for and against, years of experiment, consolidation 
(Wagner through Beno ) 

I'rudx / iA\l)BOOK FOR ACOUSTIC ECOLOGY Vancouver Aesthetic 
Resi'arch Centre (PO B<jx 3044. Vancouver BC VbV :iX5). 1978 
Exhaustive libt of contemptjrary lerms for electronic music study 



Trv'thall PRINCIPLES AND PRACTICll OF ELliCTRONlC 

MUSIC Grosset & Dunlap. 1^)73 

Basic acoustics, principks of electronics, electronic circuits, function and 
operation of electronic music modules, procedures for electronic sound 
synthesis, tape recording, tape editing and mixing, getting started, form 
and notation rn electronic music, brief history of electronic music, 
glossary, text notes, selected bibliography and index 

Weiland ELECTRONIC MUSIC MUSICAL ASPECTS OF THE 
ELECTRONIC MEDIUM institute of Sonology, Utrecht State University. 
197.^) 

A thorough document mcludmg manual-controlled studio, 
voltage-controlled studio, computer-controlled studio, computer studio, 
multichannel technique, recording technique, notation, development of 
electronic music, major world electronic music studios, presentation of 
representative electronic music Available by writing to institute of 
Sonology. Utrecht State University. Utrecht, The Netherlands 

William ELECTRONIC MUSIC FOR YOUNG PEOPLE New York 
Centre for Applied Research in Education. 1974 

Reference for beginning composition students emphasizing 

contemporary techniques 

Specific Articles Reference 

Swets Sc Zeitlinger JOURNAL OF NEW MUSIC Research Vol b. 1977 
Rtfer io article entitled "interface" WAS Buxton gives "A 
Composer's introduction to Computer Music " The article includes 
abstract, introduction, computer as a tool, music systems in general. 
c(;mputers and composition, sound production with the aid of computer 
Short, concise and clearly written 

Truax NUMUS WEST JOURNAL Vol 8. 1975 

Refer to the article entitled "Computer Music in Canada ' A thorough 
study of synthesis systems, computer music and systems in Canada 

NOTE information on the above me^y be obtained from the Simon Eraser 
Communications Centre 
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Teacher References 
Scores and Tapes 



AITKKN, Rob»^rt 

AiNHAl.T, IstdVdn 
BAUhR RohtTt 



BMKCROFT N..rnici 



BUC'ZVNSKI WdlUT 



BURRi rr l.l.,vii 



C I.LMhN I S Pt'tiT J 



COUI.IHARI) k-aii 



DAWSON, Tod 



FORI) C liff. ,Tcl 



FRKKDMAN, Harrv 



Keh[;ar (1971) Rule, clarinet, trombone 2 cb . 
perc, prepared tape 

Ct'Mfo {\'-)b7) 12 speakers, electronic tape 

-\<)noWnpf (l*>7r), published 197(i) Guitar, 
prepared tape 

SSh 1 ]7 (1971) Fl. cl, trb. 

Pond VanaVons (1974) Piano, prepar*?d tape 

CotKerto f:)r viola Via . guitar, pcrc , piano, 

piepart'd tape* 

Collage 76 (l')7b) 

h'rotn Ilrearns of Brass (l%3-4) Narrator, chorus. 
urcht'StiO. i^lectronics 

Zcromg It) (1971) Piano, voice, electronic tape 

Ziffoing In --Zeroing Out ( 1977) Piano, prepared 
tape 

Assassinations ( i%H) Orchestrri. prepared tape 

Cicada (1971) Orchestra. 2 prepared tapes 

David (1977) Tenor, bantone. large chorus, 
orchestra, tape 

I'Jectncal Soul ( 19()9) I3ance for prepared tape 
/ krtnc Tot)gue (1970) Orchestra, tape 
Hockv Mourtatt) Grasshopper (1972) 

Cloud of Ut)knowing (1967) 2 narrators. SATB. 
tape recorder, horns, perc . stnngs 

Suite Grotesque (1972) Orchestra, ape 

Music t ^ Satnt Cecelia (1969) Organ, stnngs. 
electronic tape 

Co certoGrossol (1974) 

(c^) Quadrophonic tape 

(b) Via , bassoon, trb . perc . tape 

'rhon;bopoiourne*Moi (1972; 
Voice, fl . via . tape 

Graph/r/ (1971) 
Orchestra, tape 

KeewQvdtn (1972) 
SSA. tape (optional) 
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HHALHY. Derek 



.JAEGER. David 
JOACHIM. Otto 
KASEMETS. Udo 

LONGTIN. Michel 
LORRAIN. Denis 
MATTON. Roger 
MERCURE. Rene 
MONTGOMERY. Jim 



PENTLAND. Barbara 

RAE. Allan 

SAINT-MARCOUX 
Micheline Coulombe 



SCHAFER. 
R Murray 



Leber Robert (l')74) 
Piano, tape 

Stingmg (1971) 

Treble recorder, cello. ^>arpsichord. tape 

Summer 72iOntanoop 44 (1975) 
Organ, tape 

Fancye (1975) 

Pipe organ, computerized sounds and visuals 

Stimulus a Goad I! {\973) 
Guitar, electronic apparatus 

Variations (on uar}ations} 11966) 
Singer, instrumentalists, tape 

Les tmmortels d Agapia (^972) 
Fl. cl. pno. perc . prepar'.d tape 

L'angelus (1971) 
CI . tape 

TeDeum (1967) 
SATB. Orchestra, tape 

Tefrachromie (1963) 

CI . alto sax . bass cl.. perc . electronic music 
Chaser (1978) 

2 amplified horns, electronics 
Hag/e (1977) 

Cello, electronics {2 players) 
Riuerrun (1977) 

2 pianos. 2 synthesizers, sound controller 

Disasters of the Sun ( 19761 

Mezzo-soprano, chamber ensemble, prepared tape 

Maiden of Deception Pass (1972) 

Fl . ob . clar . bassoon, horn, perc electronics 

Alchera (1973) 

Mezzo-sop . chamber ens . tape 

Miroirs (1975) 
Piano and tape 

Trakadie (1970) 
Percussion, tape 

Air /shtar (1965) 

Voice, piano, contrabass. 6 perc . recorded voices 

From the Tibetan Book of the Dead (pub 1968) 
Fl . clar . solo, chorus, tape 

Gita (1967 pub 1977) 
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SCHAFER, 
(continued) 



SIMhONOV. Blago 



SOUTHAM. Anne 



SYMONDS. Norman 



TRUAX. Barry 



Loving /Tot (1965) 
Opera 

Music for the Morning of the World 
(1970 pub 1973) 
Voice and tape 

Son of Heldenleben (1968 rev 1967) 
Elec , perc, harp, piano, strings, tape 

Vaniry (1965) 

Orch , ens , recorded voices 

Yeox and Pax (1969) 
SATB, ^rgan, tape 

Little drama (1977) 

Via , rattle-toy, metronome, audience or prepared 
tape 

Counterparts (1971) 
Strings, tape 

Bluebeard Lives (1975) 
Brass quintet, tape 

Sonic Landscape No 1 (1970) 
Horn, tape 

Sonic Landscape No 2 (1971) 
Electronic 

She. a Solo (1973) 
Mezzo-sop , tape 

Tngon (1975) 

Mezzo-sop , flute, piano, tape 

Naun/us (1976) 
perc , tape 



All the above are available from 

Canadian Music Centre 
:} -20()7 West 4th Avenue 
Vancouver, B C 
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Fine Arts Goals for Secondary 
School Programs 

^he Secondary Sch(x)l fme Arts Program intends to provide an opportunity 
for students to develop their aesthetic potential as individual members of 
society The goals listed here, common to all the Fnie Arts, seek to develop in 
the student 

• d capacity to respond intuitively and cntically to aesthetic experiences 

• an involvement with aesthetic matters relating to society and the 
environment 

• a perceptual awareness and aesthetic sensitivity 

• an enthusiasm for the f-me Arts 

• an ability to be creative, communicative, expressive, interpretive and 
exploratorv' 

• a consciousness of the relationships between venous creative processes 
and forms 

• an understanding of the essential role the Fine Arts play »n human 
existence 

• confidence, discipline, skill and technical ability in as many areas of the 
Fine Arts as necessary for continuous personal growth and developmt it 

• a capacity to respond to a broad range of art forms, even withm a 
specialized area of the Fine Arts 
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Fine Arts and the 
Core Curriculum 

(Schools Pcpartmt^nt Circular No 82 1979 03 27) 

From the core curnculum study conducted in 197(>77. the Ministry of 
Education obtained advice and suggestions on a number of proposals, 
including a significant response regarding the importance of the Fine Arts in 
Education The Ministry has taken the position that this is a vitally important 
aspect of a student's education but that because of the nch and diverse 
potential it has for learning, the development of provincially prescriptive 
courses is not desirable Instead, general curriculum policy guides will be 
prepared and schools are asked to ensure that within these, specific 
significant learning experiences are provided 

The following statement elaborates the Ministry's philosophic position 
regarding Fine Arts in the context of the core curnculum it is issued at this 
time with the request that it be discussed by school and district staffs as a 
basis for reviewing their policies and practices As is so often the case in 
education the pendulum of change tends to swing to extremes it will do no 
service to children if the focus on basic skills leads to a neglect or denigration 
of the arts in the total education of the student The Ministry is confident that 
those in the positions of providing leadership in making educational decisions 
will ensuie that the arts will maintain their rightful position in the total school 
program 

The arts assist any person to sharpen his sensibilities, to refine his 
perceptions, to enrich his understanding of life, to enhance his potentiality 
Visual art stimulates awareness of form, colour, line, light and shade, 
structure, symmetry, rhythm Music of sound, shape, structure, movement, 
voice, rhythm, spontaneity, contrast Drama: of voice, tone colour, 
movement, pause, suspense, foreshadowing. These are illustrative rather 
than exhaustive of the values of the arts Moreover the arts cross reference 
and reinforce one another Participation in the arts may take at least two 
forms One is active and creative, the other, appreciative and intellectual 
Preferably all pupils should participate in some form of art if only to 
appreciate what is involved in attaining excellence. Appreciation should lead 
to one's developing the capacity to perceive the beautiful, to know what 
constitutes good taste, and to discnminate between the good and the bad in 
artistic expression 

Apart from the value of the arts for their own sake they can assist the learning 
process in unexpected ways it has been said (Arts Bulletin of the Canadian 
Conference of the Arts. Apnl. 1977, page 22) that "the basic academic 
subjects, such as reading, depend on a child's understanding of shape, size, 
dimension, colour, and movement " Visual art, by training a child's powers 
of observation, can help him become sensitive to the profile of words 

The arts may assist inarticulate children to become articulate This can be 
true for children of any capability but may have particular force for children 
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subconsciously awaie of thoir own limitations Too shy and insocuro to 
attempt to express th'^mselves before their fellows, they may find release and 
expressiveness throuc,h the vicanous opportunities of such as puppetry 

The arts may revea! a creative ability that seems to exist independently of 
intelligence or may point the way to a re-interpretation of intelligence The 
autistic child Nadia revealed a sophistication in drawing, an innate 
understanding of perspective that far exceeded the norm for her age among 
children of w!iate\/er measured intelligence (Titiwb Literary Supplement, 
December 0 1977. page 1438 ) 

In an age v».heh specialization and fragmentation prevent many people from 
seeing the results of ^heir hbours whole, the arts have a therapeutic function 
in evoking the universal m mankind's expenence 

The Ministry of Education expects that all pupils will have an opportunity in 
school to participate in one or more fields of the arts This is a requirement in 
elementary schwis an 1 a desirability in the secondary school expenence 

ft should be remembered that the arts may well be 'taught in correlation with 
one another The Romantic Period in Literature will be understood better for 
secondary students if similar Romantic charactenstics are identified in the 
music of Beethoven, in the paintings of Delacroix, and in the poetic drama of 
Syr on Generally, children may find music a stimulus to painting 

FincJlv, school fine arts programs may be ennched through their association 
and Cv^lldb(Tation with community artists and arts councils 
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Evaluation Suggestions 

Mu- .'Vcjlu.uion of a stLuK-nt s rmiMCcjl profKu>iuv shouki ck'tiMinnu' to whcU 
rxtrnt ttu' kMrmiKj ouUonu's s.'t hv. tlu- Mni.stiv of laiLKatioii havi- 

lA<ikicjtion pio(i'ss,'s shoukl .'Sciiniiu' both loynitivi* ciiui ctffvvtivr kMiiiin.js 
tliiou.jh various stiaUHjus If muIi a pkh^ss is iisrd rvakiativ.' H'su^s of ^ 
w>cjninvr tontrnt ar^' yriu'iallv nuuk' faulv ol^u-ctivrlv 
It IS suyyvsti'd thcU nu'cisuriny affivtivv yio^uh can Iv iiKuk' nioio ohuviivt' 
1h hk'Mtitviny spv-dlu trit.'iuj fot .'cjdi au'cj to Ih' rvakiatod f-oi cvwiipk'. to 
^'vakiat^' cj stikK'nt s attitude', the t^'arlu'i shoukl kU'iitifv coiitiilnitiny factors 
Mi^h ascJttnukjtur pcUticipation vulhnyrK's^ to assist in out of ck^s^ proK'cts 
k'cuk-rship cu tiutu's and irhcil^iktv Hu' kk-ntifu'd c iitviia vu>uld us^ni 
^'sicibhsli a tnic^l I'vakuUion for cUtiiadc Affi'ctivc ijiovuli shoLikl Ih' nu'c)sui.>d 
op ei (K'vck)pnu'ntcjl tontinuLini 

fAainpk's of ho\,^ ^'Valuation intJi In* ust'd 

• I )i'tuinininy studt'nt knou-U'dyc skills and attitude's ^ the stcut of a couim' 
oi unit cnal^k's tcJilonny tlu' instructioncj] proyram to l^oth iiHiividual and 
yroup iK»i»ds 

• ( )ny<.nuj (fotn ci, cvcjkiation duiiny a uhum' or unit cjllows students to 
.isv'ss ttu'ii ,)royi.'^ > cMid c>nal^U's tc'cutu'ts to diaynoso wcakru'sM's and 
altiM nu'J'iods or inatcMal^ (KCoidmylv 

• 1 valuation at \\w end ol a unit or course' (suninicjtivv walucjtion) ^'Ucil^k's 
U'cM licrs (k't.'irninc the dcyicv to which kMrnmy outconios Ikkv Ivon 
.u hk'\.'cd 

Musu LVc'luation intsu .chI tcui d.'structivo owius^d. it can intorfcti' vuth 
rlu' process It IS dcsiyiud to assist [ valuation not usod however, denie> 
Iea( lier student cwul parent valuable information on proyre^^ 
llie process of student evaluation sliould cilso include evaluating the 
rttet t!v»'iu'ss of tlie total rnusic pioyram so th<U c hcwiyes rnav Iv mcule 
'A ess.ir^^ 
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StmliMit MuMi Kin I 

IMONAIION ini 
lKMM<;tJI 101 
KHN THMK A( ( tJKA( N Id 

MM \ 'ini 

MOsK 1A.NSH1F> lO) 

[ MBl f PI AM.N(, s|N(,IN(, , ln> 

sXiMI H\ ADINC, , lo) 

f AK IKAIMNd 10) 

ArillUDf On 



K )| M > loo) 



Kt MARKS 



2f , 
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Sample Evaluation Plan 2 



Div Nw 



Report Periods 



1 )it u« .11 ArTu u\iMh >i] 

'\u\'\l 

I fu'< .p. 

V< K .»! IllstTUfTU'fUtjl I I'L hnkjUi's 

St\.hs!ti iiitiTpri'tiiti" )fi 
Km >vvit*(.iqi* i if f < )riTi 
K'K >uli'iii^f (if IjtiT<>liiri' 
'.ir*u ip(>n< >n 

l< itu'uork AsMi^iunrTits 
v.'lopttu'nt in Pfjrt Sin^Ticj hTiM^inf^U' f'l.ivnuj 
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Sample Evaluation Plan 3 



Music Department 

BAMXHOK/M MUSK PK()(.RF SS SHKKT Rep>mnii P^'mni 

FhiN WDiiTi IS t.> ku-p v<>u fullv inforrn^Hi of your thild s pr.Kjrk-ss m Band Choral Music I havi- trun! 
K' as UMN- as pi»s>,hU- in »'valuatiny your child s pu^gress b^c^use I kn^u that as parents you ar^' 
inti^rt'stt'd ifi vr.ur » hild s musical at compiishrrnMits If you de^re a conf^'r^-nc*- pit-as^, notify m*- 

^'^^^^ INSTRUMENT VOK'L 

"^^^^^^^^^^ (nad.- ThACHKR 

I »'nyth of piayimj sin^ny tim*- nn iristrunuTit 

Report 

1 General Development- AK.v*^ avvrat^' Avvra9*' Bi-iou Avi-rayt- 

Tone: (mxxI Satisfattorv Improvi-rnk'nt nk-t'di'd 
< Technique- (hxxI Satisfactory Improvtrnk-nt Tifc't.d^'d 
4 CIam Attendance: (»iH<i Satisfactory Improvk-mk-nt ru-k-do^' Tardy 
Home Practice: Vt'r\ goo^l Sufficik-nt Not cnouvjh 
Interest and Attitude- (hhkI Satisfactory Improvi'mf nt nf ^'dH 
Si'i'Mis to bt' losing inttTt.'st 
7 Conduct at ReheartaU. CkkkI Satisfactor\ Nojsv 

N( tt atti'tUivt* Talkativo 
M Musical Strenflths or Weaknesus: 

a) NoTalion V<Kal !*^c hnn^uvs 

b) i jfi*^t*nny or positions 
t t Rhythm 

Siyht Roadint^ Sinyiny 
*•} Kant^' 
f} rh^M,r\ 

Additional Comments- 
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Sample Evaluation Plan 4 



PercuMlofi ln»tnim«nt» 

NAMf S( H(K)l 

DIVISION INSIKDMI M 

I First Report Second Report Third Report 

f * < 

\ l.HTls 

K..IU 

Khv.lhfnk At I urrt*. v. 
At t \JTAi \, \r\ Ri'VU'u 
A«,(ur.iiv. in Siyhl R^Miiiru^ 

( >!h*'r I 

If Ak'ww Li I < >nf*'r*'tu pU-.is*' tiutifv. Th*' t*'<H h*M 
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Sample Evaluation Plan 5 



H\ WW 

Report Pvrtod 

s( f'l ( )( ! \( )V 

MIP sf M! su K HI P« )KI 
\ I'. ( < ( I. 

. I" M M f i' . , 



Mus/c Deportment 

flKsi NAM! (HV'I'^loN No 
If A( Ml K 

^[>\in ( I 

( IK( M ONI f 
J IN-M HI f»( )K; 

iMlAl P( )ss|Hl \ 
( I s f( ) DAIf 

" 'I. !; I'. >fi, »'i 

P' -srii;. 
Hh'.fhin 
•^ujltl Hr.i.!iM«j 



II \( Ml H s si( ,N MTH! 

U V MJH UI' ; IM){( Mf fa HI 

II P-\m M IN!: \<\\i A i*- l>i slHAHl i 

PI I \st PHONf If >()(! ^MsH !() sl>| AK VMiM ifii 1! HI H 

'^^ll--^^ ^Mf- P>r.K I,.ufur 
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Sample Student Practice 
Report Form 



sTUDfNTsNAMI 



1 hl^ pr<n tu»' report \A^\\ pr«>v*' hdpJul in k^'optr^ij an .u i UMt»* r^noni <.f v,.)Ut pr»i( fu »- t\uw ,vu\ \k\\\ st'rvv 
•IN .V t^ht'ck i)T» w^'i'klv pr<H^e*s H»'<n>ril th** «im»)unt »»f tinu- pr.u IimmI h tl.u At th*- *"Tui of ih*- \\*vk 
h.iv*' (.our par*'iit nutial this form 'n iiuiu aW that th»« pr<n tiMn<j h.iv Inn-n < oinpU trtt Pr*'v»'TU thi> form 
t«) <wOur tvach^'r f«iih week for ratir^q arul mmm^'nts 

Svml>oN UM'il for t»'iuher > raliiiy 



N li)«»uffKH'T)t Pr«H titv rirnv 



10 
12 



I 



Sat 



Sun, 



Parent's 
Initial 



TcacKcr't 

Katln« 



Sample Time Allocations 
For Rehearsals 



R^inhtDy IS eNS*"»»»iil N) *'T)\uri' effxjerU um* of hm*- Ffu* ft>llowiny )•» a (JukW to rtNMs! ttNttherN i 





id 




4'. 


TTUn 




mjn 




nun 


Announcementv 


I 


ntin 




run 




mu» 


4 


miu 


Warm up Vticdiinn<i TuDini^ 


14 


rrurj 


JI 


rniT) 


2S 


miM 


{<> 


inin 


Muvjt Ptdf* iheor\ ^ Rvutiiruj) 




miTJ 


2^ 








'>() 
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Field Trips 



The information below is included to assist teachers in planning field trips. If 
well-planned, field trips can be effective extensions of the music program 

Successful field tnps do not just happen but are the result of many hours of 
dedicated and comprehensive planning 

in planning field trips, teachers should: 

• start work on planning field trips early .n the school year 

• motivate students to fulfill responsibilities in other subjects 

• obtain approval from the School Board, principal and parents 

• discuss all rules, regulations and itinerary with parents and students 

• include other educational activities in addition to music 

• ensure that financial supoort be discreetly available for students in need 
(Students should not be excluded because of a lack of financial resources.) 

• provide adequate chaperons 

• receive approval several weeks in advance for itineraries including billeting, 
eating, travelling, performing and relaxing 

• appoint a tour manager to handle the non-musical details 

• arrange for emergency health and medical needs 

• always include alternative activities in case of schedule interruptions 

• provide parents guardians and school administrators with an accurate 
itinerary 
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Muac Library 

It b desirdhk' for ^ocondary schools offormg music prograniis to 

• maintain a librarv' of choral and instrunu'ntal music at vanous Uvdb foi 
largo and ^mall t'Hbemhk's 

• contain fivo different titk*5) for oach ^»udent oniollod in oach music coui^t* 

• incroa^o the numbei of music selection^ bv ten percent annually 

• provide appiopnate stoiage space 

• maintain an author and title index 
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Profes^onal Music 
^sodations 

American Choral Directors' Association 
PO Box 5310 

Lawton, Oklahoma 73504. USA 

Bntish Columbia Choral Federation 
572 Beatty Street 
Vancouver, B C V6B 2L3 

The British Columbia Music Educators' Association 
British Columbia Teachers* Federation 
105 -2235 Burrard Street 
Vancouver, B C VexJ 3H9 

The Canadian Choral Institute 
609 J -Michener Park 
Edmonton, Alberta T6H 5A1 

Canadian Music Educators' Association 
P O Box 1461 

St Cathenncs, Ontano L2R 7J8 

Canadian Stnng Teachers' Association 
University of Western Optario 
Faculty of Music 
London, Ontano N6A3K7 

Music Educators' National Conference 
1902 Association Dnve 
Reston. Virginia 22091, USA 

National Association of Jazz Educators 
PO Box 724 

Manhattan, Kansas 66502. USA 



Professional Journals 



Accent 

1418 Lake Street 

Evanston, Illinois 60204, U S.A 

American Society of Composers, Authors and Publishers 

575 Madison Avenue 

New York, New York 10022, U.S.A. 

Broadcast Music Inc. 
589 -5th Avenue 

New York, New York 10017, USA 

Canadian Composer CAPAC 

1263 Bay Street 

Toronto, Ontario M5R 2C1 

Canadian Music Centre 
3-2007 West 4th Avenue 
Vancouver, B.C. 

Composer, The Composers' Guild of Great Bntain 
10 Stratford Place 
London W.l, England 

The Composer, David Cope, ed. 
Composers Autograph Publications 
PO Box 7103 
Cleveland, Ohio, U.S.A. 

Computer Music Journal 
BoxE 

Menlo Park, California 94025, U.S.A. 

Contemporary Music Project Newsletter 
1156-15th Street N W 
Washington, D.C. 20005, USA. 

Guitar Player Magazine 

348 Santa Cruz Avenue 

Los Gatos, California 95030, U S.A. 

Instrumentalist 

1418 Lake Street 

Evanston, Illinois 60204, U S.A 

Musicanada 

36 Elgin Street 

Ottawa, Ontario K1P5K5 

Music Canada Quarterly Magazine 
2585 Drew Road, Unit 7 
Malton, Ontario L4T IGl 
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Music Scene. N Gyokeres. ed 
BMI Canada Ltd 
4 1 Valleybrook Dnve 
Don Mills 405. Ontano 
(Bi-monthly, gratis) 

Performing Arts in Canada 
Box v5l7. Station •p* 
Toronto. Ontano M4Y 1T4 

Perspectives of New Music, B Boretz & T Cone, eds 
Pnnceton University Press 
Pnnceton. New Jersey 08540. USA 

School Musician — Teacher and Director 

ASBD A 

PO Box 245 

4 East CImton Street 

Joliet. Illinois 60434. USA 

Source, Composer iPerformer Edition 

Music oftheAvant Garde. L Austin, ed 

v330 University Avenue 

Davis. California 95616 USA 

Synthesis 

Scully-Cutter Pub Co 

13 15-4th Streets E 

Minneapolis. Minn<?sota 55414. USA 

Tempo. A quarterl\; review of modern music 
C Mason ed 
Boosey Hawkes Ltd 
295 Regina Street 
London. England WIA IBR 



Teacher Reference Books — 
General 

Apel HARVARD DICTIONARY OF MUSIC Harvard Univ Press 
CoTKise and up-to-date musical dictionary 

Dart THE INTERPRETATION OF MUSIC Harper Colophon 
Assists the teacher in interpreting Baroque and Classical music 

Hindemith ELEMENTARY TRAINING FOR MUSICIANS Schott 
Thorough study of metre and rhythm for everyone Exercises for 
rhythmic analysis through enharmc iic transcription and interval study 
all forms Good index including accents, accidentals, articulation, clefs, 
ornaments and time signatures 

Machhs MUSIC ADVENTURES IN LISTENING (Text and Recordings) 

Grosset & Dunlap. 1%8 

What music is made of, song and piano piece, opera and ballet, music 
with a story; music without a stpry; music in history, styles and 
periods from Gregorian Chant to synthesized music 

Shand CANADIAN MUSIC A SELECTIVE GUIDELIST FOR 

TblACHERS Canadian Music Educators' Association 

An outline of music scores for secondary school choirs, bands, 
orchestras, wind and mixed ensembles. Includes first page of score, 
duration, text, voicing, rating, grade level, musical style, technical 
challenges, pedagogical value, student appeal and 
effectiveness in performance 

Facilities 

Geerdes PLANNING AND EQUIPPING EDUCATIONAL MUSIC 
FACILITIES Reston, Va Mus»c Educators' National Conference 

Valuable reference book for music educators, architects and 

district staff administrators 

Conducting 

Long THE CONDUCTOR'S WORKSHOP Wm C Brown 
Reference book on the techniques of instrumental conducting 

Rudolf THE GRAMMAR OF CONDUCTING G Schirmer 
A comprehensive practical study of modern baton technique, 
foreword by George Szell Matenal ranges from the non-expressive 
pattern (4-beat) to free style Excellent scc^e examples from Bach to 
Stravinsky, graphed conducting patterns and indexes 



Sample Historical Precis 

The following data have been compiled to assist in teaching the historical 
learning outcomes previously outlined 



Composer 

M< Hiks 

Anonymous 



Adam de la HALLH 

Guillaume dt^ 
MACHAUT 



Guillaume DUFAV 
Joj^uin DESPRtZ 

Orlando I)H LASSO 

Tomab Luis de 
VICTORIA 

(iiovdnni C-ABRILL! 



(iiles FARNABY 
John ROWLAND 



Dates 



Title 



Content 



1 2th Century The P/ay of 
Herod 



12:^7-1287 



14(){)-1474 
1440- L521 

ir);^2 iry)2 

154()-H)11 
15)57 1612 



15b()-l ()()() 
ir)()2 162f) 



Gregorian Chant Monotic. 

parallel, free, 
melismatic. 
organ urn 

Medieval 
instruments, 
Perfect 4ths, 
Sths and 
Hves, Secular 
vocal wnting 

instruments, 
voices 



Le jeu de Robin 
et Monon 



i;i()()-1377 KyneSAT 



Mass SATB 

Mass, Kyrie 
SATB voice 
range expands 

Mass. Domine 
SATB 

Mass, Amicus 
Meus SATB 

Can2on Vi a 7 



"Up Tails Air* 

Air "Can She 
Excuse My 
Wrongs-*'* 



Medieval 
Masses 

resolving onto 
triads 

A cappella 

A cappella 



A cappella 



A cappella 

Renaissance 
Instruments. 
St Mark's 
Cathedral. 
Venice tcho 
brass. imitatUMi 

Variations for 
Harpsichord 

Countertenor 
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Composer Dates 

Thomas CAMPION If>b21b2() 



William BYRD 



1542-1623 



Thomas TALLIS 



1505-1585 



Thomas MORLEY 



1557-1602 



Orlando GIBBONS 1580-1623 



John WILBYE 



1574-16:^8 



Giovanni PALESTRINA 1525-1594 



Claudio MONTEVERDI 1567-1643 



Carlo GESUALDO 



1560-1613 



John BULL 

F P SWEELINCK 

Heinnch SCHUTZ 

Johann Hermann 
SCHEIN 

Samuel SCHEIDT 
Louis COUPERIN 



1562-1628 

1562-1621 

1585- 1672 

1586- 1630 

1587- 1654 
1626-1661 



Title 

Air: *1 Care Not 
For These 
Ladies" 

My Lord Of 
Oxenford s March 



Renaissance 
Instrumental 



"Fire. Fire' 



'The Silver 
Swan" 

Thou Alt But 
Young" 

' Tristis Est Anima 
Mea" 



**Ecco Mormorar 
L'Onde" 

'Dolcissima Mia 
Vita" 



'The King s 
Hunting Jigg" 

17th Century 
Organ 

Motet 



Content 



Countertenor 



Rauschpfeife. 

regal. 

sackbut. 

harpsichord. 

lute 

Krummhorns. 
regal, viols, 
lute. 

organetto. 
flute, kortholt 

SATB English 

Madrigal 

(secular) 

SATB English 
Madrigal 

SATB English 
Madngal 

SATB 

contrapuntal 
and syllabic 
saci'ed 

SATB secular 

SATB 
chromatic 
dissonance 
(all 12 
semi-tones) 

Early 

Baroque 

brass 



Organ 



A cappella 



Zion Spncht Echo effect 

Canzon Cornetto Cornets 
Cabinet Organ Organ 



Composer Dates 

Dietnch BUXTEHUDE lb37. 17{)7 



Henrv PURCtLL 



Alessandro SCARLATTI 1 bbO- 1 72 S 



Antonio VIVALDI 



( K'onj Philipp 
TELhMANN 



J S BACH 



Cit'org Fredenck 
HANDEL 



<ioseph HAYDN 



Luduiy van 
BEETHOVEN 



F ran/ SCHUBERT 



Felix B 

MENDELSSOHN 



lb75-1741 



lb<Sl-17b7 



lb85-175() 



lbH5-1759 



1732-18(W 



Wolfgang Amadeus 

MOZART 175b- 1791 



1770-1827 



17^7-1828 



Carl M von WEBER 178b- 182b 



1809-1847 



Title Content 

Magnificat for Organ 
Organ 

Te Deum in D ^ Chorus 

Concerto in F - Consort 

"Spring" from Stnngs 
The Four Consort 
Seasons 

Cantata Soloist and 

Chorus 

Brandenburg Consort 

Concerto No 
4 (3rd Mov ) 

Prelude Keyboard 

The Trumpet Trumpet and 
Shall Sound" Orchestra 
From The 
Messiah Oratono 

Trumpet Trumpet and 

Concerto Orchestra 
Symphony 
No 31 

(Horn Signal) 

Overtures to The Orchestra 

Magic Flute, The 

Marriage of 

Figaro. Clannv^t 

Concerto in Afi' 

Major 

Symphony Nos Orchestra 
1-9 



Unfinished 
Symphony 



Orchestra 



Clannet Concerto Clannet and 
No 2 (3rd Mov ) Orchestra 



Reformation 
Symphony 



Orchestra 
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Composer Dates 

Robt-n SCHUMANN IHIO 1SV> 

f-rfderic- CHOPIN 1S1()-1.S4') 

(iio.K-hiiio ROSSINI 1792 1S(),S 



Vi.ufivoBhLLINI 



IHOl-lH-iS 



Title 



TrauiDerct 

Picino Preludf 
No If) 

Sennranmic (An 
()/ the Pnma 
Donna) 

Nornui 



( ;iu>,i-ppf VhRDl 



l.S()9-lHf-.() A Ida 



(".uu nrnu PUCCINI ISfxS 1^24 Tosai 



Madanu: ButtcrfK' 



Ru h.iui VVA( ;Nf R 1 8 1 ,M HHA fnstan u>\d hokiv 



23() 



I i.in/ l.ISZT 
Hector BLRLIOZ 



ISll 1S.S() 

ih();ms()') 



)<.hantu-s BRAHMS IMA 187/ 



( n'otyt-s BlZt.T 

Mo,li-M P 

MOUSSORCiSKV 

Pot.T Du h 

1 CH AIKOVSKV 



Aiiioiim DVORAK 
I <lv,ir(i C.Rn.C. 



The Fk'tny 
Dutchniut} 

Liehestraunt 

Nwts d'Hte 
(Suintner Nights) 

VancifioMs on ci 
Thenw hv 
Ha>\del 

18,W 187-'^. Co.vnt-i 

18.^) 1881 Bon^ Gudounoif 

1840 189;^ Pi.iiioCoim.it,, 

1812 Ovvituri- 
with Ccjriiioiij. 

1841 i')n4 CdloConciTto 

(.W. Mov ) 
184.^ 1>>()7 Puino CoiK-t-rto 
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Content 

PUHIO 

Piano 

VolCi.* cHld 

Orchi'sird 

Voice and 
Orchobira 

Voice and 
Orchestra 

Voice and 
Orchestra 

Voice and 
Orchestra 

Hxtension of 
triad Vj^^c 
Chromatic 
alteratK nis 

Overture 

PUitlo 

Sop & 
Orchestra 

Orchestra 



Voice and 
Orchestra 

Voice arid 
Orchestra 

Piano and 
Orchestra 
Orchestra 

Cello and 
Orchestra 

Piano and 
Orcfiestra 



Composer 

Richard STRAUSS 

GuMav MAHl.LR 



Dates 

1S(>4 -1^) 

lSh(^ 1911 



Title 



Content 



Death athi f:\tri'(iic 
Tnu)sfujuratu>ti chrotnatu iMii 

Svniph<)!iy Nt) ^ ()rchi»Mia 



aau(li> OhEiUSSV 



Maunc.> RAVKl. 



1H(>2 Uns Aftermuyti i)f 
1S7'> 10,^7 L'cnfante 



Fraiirois POULhNC ISW- 19(>:^ L^.s Biches 



lmprt'!>M<)nism 
vvholo tone 
scale 

One act opvr<\ 
imprebSKMiiMn 

Orchestra 



Danus MII.HAUI) 
AlbaiiBf.RC; 



-iiigi N( )N( ) 



Karlheiri/ 
SRX^KflAUSt N 



fVrre B( HUJ / 



1S92 
ISS') 



L^vatiot] of the 
Wotki 

Violin CoiKvrto 



ItuofUn 



Ki>r)traput}ktt 



^]i>tncutv ( l^*(>^)) 



ScW solo, 
brass yliNb 

1 2 tone row 
uhich 
includes 4 
tridds and i\ 
uhole tone 
sCtile. 
eMrenielv 
romantic, 
yentle. lyric 
l-andler Folk 
Melodv. Bach 
Chorale 

Italian 
Serialisin 



(k'rnicwi 

(earlv 

i'lectronic 

cofnposei) 

Choirs 

generators 

nuiMcjue 

concrete 

Sop choiis 

nistrin]ienls 

f-riMich ''Mrlv 
elet \u )nic 
t onip( )ser) 
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Compotcr 

Edgar VARESE 



Datct 

188S-1%5 



•John CAGE 



Lucano BERIO 



1912- 



1925 



Arnold SCHOENBERG 1H74 1951 



Title 


Anient 


Hipeqynsm 


2 viind ens. 


(1924) 


and large 




perc 


Octandre 


Chamber 


(1924) 


orch 


Integrates 


Large 


(1926) 


orchestra 


Dcnsify 21 5 


Flute 


(1936) 


(platinum) 


lomsation 


37 percussion 


(1931) 


instruments 


Poeme 


Sop , instr . 


Electronique 


gens , tape 


(1968) 


manipulation 


Fontana Mix 


Prepared tape 


(1958) 


(mixed) 


Thema to James 


Sop . tape 


Joyce (1958) 


manipulation 


Visage (1961) 


Sop and 




gens 


Transfigured 


Stnng sextet. 


Night (19(X)) 


Cnromaticism 




m the style of 




Wagner 


Pierrot 


Sprechstimme 


Lunaire 


(Spt^kensong) 


( 1912) 


atonal 


Serenade Op 


First ordered 


24(1923) 


1 2 'ones 


Piano Suite 


Waltz first 12 


Op 25(1924) 


tone row 


Stnng Quartet 


1 2 lone row 


No 3(1927) 


used in all 4 




parts 


Stnng Quartet 


Strict 12 tone 


No 4(1936) 


rules apply 


Concerto for 


Extremely 


Violin and 


mathematical 


Orchestra 


1 2 tone 




writing 
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Composer 



Datcii Title 



Anton WEBERN 



1883- 1945 



Alban BERG 



1885-1435 



MlMAR(XiLU 



Murrav SC'HAFi-:R 



PhNr)tRhCKl 



Five Pieces 
For Orchestra 
Op 10(1911-13) 



Symphony 
Op 21 (1928) 



Cantata No 1, 
Op 29(1939) 



Woizeck, 
Opera in three 
acts (1920) 



Lync Suite 
(1925-26) 



Prelude 
(1965) 



Threncxi^' 
(19b()s) 



In Memory 

(Hiroshima) 

(1960) 



Architectural 
interval 
Proportion - 
pomtillisme. 
Atonal 

Single- note 
texture 
brevity; tone 
sparseness 
individual 
tone colour 

7 minutes 
total duration 
symmetrical 
tone row 

Atonal, Act I. 
Classical 
Suite. Act II. 
Six 

Inventions 

sprechstimrrye: 

extremely 

dramatic; 

chromatic; 

lyrical 

Strict 12 tone 
technique in 
first and last 
movements: 
originally a 
string quartet 
(middle three 
movements 
arr for string 
orchestra) 

Rubber band 
tape 

manipulation 

Everything 

except 

synthesizer 

Strings only 
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Composer 



Dates 



Title 



Content 



Vladimir 

USSACHEVSKY 



Creation 
Pro/ogue(19611 



Choir & gens 



AREL 

Otto LUENING 
LIGETI 

LEEDY 



W V MATHEWS 
(Programmer) 



1900- 
1923- 



Serge PROKOFIEV 



[)imitn 

SHOS'I AK( )VICH 



Aaron COPLAND 



Slereo E M 

No 1 (i%n 

(1%2) 

Requiem 
(19b(Vs) 

Doria(1973) 



Bicycle 
Built For 
Two(19(yl) 



L( Ki)€ 

Piano Concerto 
(1921) 

Alexander 
Ncusky (1936) 
(original film 
score) 

Battle 
on Ice 

Field of 
the Dead 

Symphonies 
(No 5. 1937) 



Outdoor 
Overture (1938) 



All generators 

Synthesizer 
and violin 

Voices, organ, 
orch , tone 
clusters 

Buchla Box, 
Moog 

(Slaughterhouse 
Fii;e) 

Computer 

7(W) 

Digttal- 

Analogue- 

Sound 

Transducer 

I B M Cards 

Russian (1933) 
Busy music 

Orchestra 



Orchestra 

Contralto and 
Orchestra 

Russian folk 
heavy bass 
brass, busy 

American folk 
tunes, open 
fourths & 
fifths 



Composer 

Chcjrli's IVI.S 



Dates 



Title 



Hi'naroVVKLL 



Arthur HONhClGKK 



Kcilph VAUC iHAN 
WILLIAMS 



Bonianiin BHI I I1;N 



Pcuil HINDLMirH 



1H74 l^)r)4 Symphonies 
(No 4. \')\b) 



l%r) 



IS72 l%M 



Banshee 
Aeolian Ham 



Pacific 23 1 



l.nglish Fulk 
Sonci Suite 
(Orchestrated by 
Ciordon Jacob) 

War Requiem 
(1%!) 



Mathis der 
Mahler { I'm) 

Six Chansons 
(1^)4(1) 

N( ibilissitna 
Visinne {\')M) 

S<)n<itci for 
Pidtu) Four 

SoMcJta in C 

Six Chat}s(>t}\ 
(r)4()) 

SiJifoniettci 
in [; (|M4^)) 

I he HarttH)fi[. 
of the 

IJturerse il'^W 



Content 

Orch . 4 
bands, organ, 
choirs. 

Amencan folk 
Tone clusters 

Played inside 
piano 

Orch. 

glonfying the 
locomotive 

Trad folk 
tunes 



Orch . choirs, 
soloists — 
veiled triads, 
supenmposed 
thirds 

Symphoiiv 
Mov I & III 

("Verger". 
"Les Biches", 
"Un Cygne") 

Symphony, 
originally 
l>cjllet score 

Piano 



Violin and 
Piano 

Mi\ed Chorus 

Svmphonv 

Svinphonv 
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Characteristics of Paul Hindemlth 

— free use cSf the 12 tones result frorr a counterpoint of chord agamst chord 
(instead of note ayainst note) and creates po/yharmoMy 

— chordal tension and relaxation through contrary motion of melodic and 
harmonic force 

— adheres to fona/ify (not atonality as m the Schoenbergian school) 

— harmony can be dry. dissonant, chromatic and modal, however, simple 
mods are used frequently as points of repose (cadences) 

— Theonst and Teacher Test — The Craft of Musical Compo^'tion (1^X37) 
puts forth his complex COMBINATION TONE SERIES based un the 
overtone system 



Composer 



Bela BARTOK 



Dates 

188M945 



Tkle 



Six String 
Quartets (No 4, 
1928) 

Two Rhap* 
scxlies for 
Violin and 
Piano (1921) 

Music for 
Strings. 
Percussion 
and Celesta 
(1936) 

Concerto for 

Orchestra 

(1944) 

Two Sonatas 
for Violin 
and Piano 
(1921-22) 

MikrokosmoG 
(1926 37) 



Sonata for 
Two Pianos 
and Percussion 
(1938) 



Content 

String Quartet 

5 Movs 

Violin and 
Piano 



Strings. 
Percussion 
and Celesta 



Oichestra 



Violin and 
Piano 



lv53 pieces 
ranging from 
simplest grade 
to virtuoso 
level for the 
piano 

Piano and 
Percussion 
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Characteristics of Bela Bartolc 



— Bartok explored the music of the Hunganan peasant class, and he made 
their Fo/^c melodies and rhythms become part of the mam currents m 2()th 
Centurv Music 

— peasant tunes based on nld modes and pentatotvc scales freed Bartok 
from major and mmor keys 

— by moving within a narrow range and circling about a single note, tone 
clusters resulted 

— mtervals of the second, fourth and seventh were preceded by a melodic 
pentatonic stale-wise line 

— motivic cells {'A — () note germs) were used 

— percussive dissonance and dnumg Folk rhyfhms created a new rhythmic 
imagmation (pounding, stabbing, elemental force and tension) 

— repetition of single notes, combining tnple and Juple, or groups of five 
against three produced pol[;rh\;thms 

— fugal. imitative dissonant counterpoint, giissandos. tnlls. tremolos and 
harmonics in stnng wnting. percussive treatment of the piano colour for 
the Hungarian Folk Melodies 



Igor STRAVINSKY 1882-1971 The Firebird Influence of 



Composer 



Dates 



Title 



Content 



(1910) 



teacher R 
Korsakoff. 
Ballet suite 

Orchestra 



Petroushka 
(1911) 



Rite of Spring 
(1913) 



Created riot 
in Paris 



Symphony in 
C (1940) 



Neo-classicism 

(BCG 

Theme) 

Jazz influence 



Symphony in 
Three 

Movements 
(1945) 

Si^mphoni; 
of Psalms 
(1954) 



Typical 

Stravinsky 

syncopation 



Composer Dates 

STRAVINSKY (coMfiNuec/j 



Title 

Cantata on 
hlizahethat) 
Uncs (19S2) 



Tha'o Songs 
from 

Shakespeare 

In Metywnam 
Dy/an Thomas 
(1%4) 

Canticum (l%b) 



Agon (1%7) 



Threni (1958) 



Content 

Stravinsky's 
first 12 tone 
Septet (193S) 
atonal, for 
piano, string, 
and wind 
instruments 

Mez^^c), Fl . 
VIn . CI 

Tenor, String 

Qt.&4 

tmbs 

Chorus and 
Orchestra 
12 tone 
procedures & 
16th C 
polyphony 

Ballet 

Dodecaphonic 
(12 tone 
music) — 
strict 

symmetrical 
rows 

Derives from 
liturgical 
polyphony 
and the works 
of Webern 
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Teacher References — 
Performmce Recordings 

fliBC Choral Art Series Holt. Reinhart and Winston 
Adventures in Music for Serondan; Schools RCR 528 
Albert Ay/er — Spmtual Unity ESP DISK 1002 

Art Blakey - A Night at Birdland Vols 1 & 2 Blue Note BST 8 1 S2 1 -2 
(2 LP set) 

The Bach Album Educational Record Sales 

Bach's Greatest Hits Educational Record Sales 

Benny Goiximan — Carnegie Hall Jazz Concert Vols 1-3 
Columbia H14-() 

The Best of Herbie Hancock Blue Note 89907 

Bill Euans ~ The Village Vanguard Sessions Milestone M47002 

The Bix Beiderbecke Storv- Vol 2 ^ Bix and Tram Columbia 845 

Cecil T ay lor — Silent Tongues Arista AL 1005 

Chant Gregonan Ace of Diamonds SDD2 18:3 

Charles Christopher Parker, Jr Bird The Savoy Recordings Savoy 220 1 
(2 LP set) 

Charles Mmgus ~ Better Git It In Your Soul Columbia CG 30628 

Chick Corea Blue Note LA 395 

A Choral T apestry — Ambrosian Singers Murbo 6007 

Clifford Brou n - The Quintet Vol 2 Emarcy 403. Vol 2 Emarcu 407 
(2LPst't) 

Count Basie - The Best of Count Basie RCA 4050 

Dave Bwbeck ~ The Fantasy Years Atlantic SD2-3 1 7 

Delias atid IJgar Part Songs — Louis Halsey Singers Agro ZK 23 

/tev Gillespie — In the Beginning Prestige 24030 

Famous Madngals — Monteverdi Choir, Hamburg Telcfunken SWAT 
94h2 B 

The Genius of Bud Powell 1949-51 Verve 2506 

Gern- Mulligan — With Tentette Capitol M 1 1029 

The Heliocentric Worlds of Sun Ra Vols 1 & 2 ESP DISK 1014 & 1017 

History of Jazx on Records Folkways Records 2801-291 1 (Set of 1 1 
albums) 

Hiifoa* ()/ Music m Sound. Ancient and Onental ^TA Victor LM 6057 
History of Music m Sound. Renaissance RCA Victor LM 6058 
John Coltrane ^ Giant Steps Atlantic 1311 
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John Coltrane — Interstellar Space Impulse ASD 9277 

John Coltrane — Live at Birdland Impulse S-5() 

Joy to the World -> Robert Shaw Chorale Camden CAS 448 (e) 

Keith Jarrett — Backhand. Impulse ASH 9305 

Kings Singers EMI (8 albums) 

Lennie Tnstano — Crosscurrents Capitol Ml 1060 

Louis Armstrong and Earl Nines 1928. Smithsonian 

Make We Joy — Festival Singers of Canada. Polydor 291 7009 

Miles Davis — The Complete Birth of the Cool Capitol Ml 102b 

Miles Davis - Kind of Blue Columbia PC 8163 

Miles Davis — Live Evil Columbia CG 30954 

Miles Davis — Sorcerer. Columbia PC 9532 

Music. Adventures in Listening Grosset & Dunlap 

Omette Coleman — The Shape of Jazz to Come Atlantic 13 1 7 

Sidney; Bechet — Master Musician RCA (Bluebird) AXM2-5516 

Singers Unlimited VSAF label (9 albums) 

The Smithsonian Collection of Classic Jazz Smithsonian (6 album boxed 
set) 

Sonny Rollins — Saxophone Colossus and (Vjore Prestige 24050 

Stan Kenton — New Concepts of Artistry in Rh\^thm Creative World 
ST 1002 

Thelonious Monk — Complete Genius Blue Note LA 579 
This Is Duke Ellington RCA VPM 6042. 
Virtuoso Roger Wagner Chorale. Columbia PC 31352 
IVeather Report — / Sing the Body Electric Columbia PC 31352 
IVcxx/y Herman s Greatest Hits Columbia CS 9291 
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Teacher References — 
Composition Recordings 



AREL 



BABBITT 
BABBITT 

BARBER 

BEATLES 
BEATLES 

BERIO 

BERIO 

CAGE 
CAGE 
CAC^E 
CARL(XS 

CARLOS 
CARLOS 

CARLOS 

DAVIOOVSKY 

[)SY 

EL-DABH 



Stereo Electronic Music No 1 (1964), 
BABBITT Composttion for Syr^thestzer 
DAVIDOVSKY Electronic Stud^ No 1 (I'HA). 
EL-DABH Letvia and the Poet (1%2). 
LUENING Gargoyles (\9b2). 
USSACHEVSKY Creation - Prologue (1%2) 
Columbia-Princ«ton Ekctronic Music Center Col 
MS-6566 

S«t' AREL (Col Prmc«ton Elcc ) 

Ensembles for Synthesizer: CAGE Vanations 1 1 
( 1%1 — Tudor. POUSSEUR Trois visages de 
Liege {I'M) Col MS- 7051 

/Adagio for Stnngs Odyss«y Stereo X:W) (Col 
Y33230) 

Magical Mysferj,' Tour Capitol SMAL 2835 

Sgt Pepper's Lonel[j Hearts Club Band Capitol 
SMAS 2653 

MIMARJia BERIO. CAGE Electronic Music 
Turnabout TV 34()46S 

BERIO AND MIMAROGLU Electronic Music III 
Turnabout SMLP 4033 

St'c BERIO (Electronic Music) 

Preludes and Interludes Ace 

Vanations II {See BABBITT) 

BACH Suite No 2 in B. 'Sheep May Safd- 
Graze '. Brandenburg Con No 5. etc Carlos 
MOOG Col M-3265y 

Clockwork Orange Col KC-3148() 

SWITCHED ON BACH - J S BACH. 
Brandenburg Con No 3, ' Jesu, Joy of Man s 
Desmng ". etc Carlos. MOOG MS-7194 

Well Tempered Synthesizer Col MS-7286 

See AREL (Col Pnnceton Elec ) 

A la memoire des victimes d' Hiroshoma Philips 
S-839 260 

See AREL (Col Pnnceton Elec ) 
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GLEESON 
LEEDY 

LIC.ETI 

LUENING 

MATHEWS 

MAXFIEI.D 

MIMAROGLU 
MIMAROGLU 

MIMAROGLU 

MIMAROGLU 

MIMARJIU 
PERRY-KINGSLEY 

PINK FLOYD 

PINK FLOYD 

POUSSEUR 

RILEY 

RILEY 

SCHAFER 

SCHAFER 

SCHAFER 

STOCKHAUSEN 

SUBOTNICK 

SUBOTNICK 

TOMITA 

TOMITA 
TOMITA 

TOMITA 



Beyond the Sun (Ho/st - Pianets") Mer 8()()()() 

Themes from "Slaughterhouse Five" 
Ang S-36876, 

2001 A Space Odyssey (Ligeti /Atmospheres- Lux 
Aetema. Requiem) MGMS1E-13ST 

See AREL (Col Princeton Elec ). 

Music From Mathematics Decca DL791()3 

Pastoral Symphony {I'^bO): Bacchanale 1963. 
Piano Concerto For Dauid Tudor ( 1%1): Amaang 
Grace (I9b0) Adv S-H 

See BERIO (Ele:tronic Music III) 

Face the Windmi'ls. Turn Left (Agon^. Le 
Tombeau d'Edgar Poe: Bowen^ Bum. Intermezzo. 
8 Preludes for Magnetic Tapif) Fin 90 1 2 

To Kill a Sunnse. La Ruche Wiederkehr. Merlet. 
Joste Folk 33951 

Wings of the Delirious Demon & Other Electronic 
Works Fin 9001 

See BERIO (Electronic Music) 

The In Sounds From IVay Out Vanguard 
VSD 79222 

Dark Side of the Moon Capitol ST 1 1 163 
No Title Capitol ST-6279 
Trois uisages de Liege (See BABBITT) 
A Rainbow In CuwedAir Col MS 7315 
InC Col MS-7178. 

Electronic Music By Canadian Composers 
Melbourne SMLP4()24 

Electronic Music By Canadian Composers 
Melbourne SMLP4()27 

Trenod],/ Melbourne SMLP4() 17 

Momente None H-71 157 

4 Butterflies Col M-32741 

Silver Apples None 7 1 1 74 

Firebird (Moussorgsky. Debussy. Stravinsky) 
RCA ARLI- 1919 

Kosmos RCA ARLI- 1312 

Pictures a* an Exhibition (Mussorgsky) RCA 
ARLI-()a38 

P/anets (Hoist) RlAARLI-1919 



TOMITA 
TRUAX 

USSACHhVSKV 

VARf;Sh 

VARf.sf 

WAKf.MAN 

WAKhMAN 

WHO, I NK 



Snouflokes are Danciiuj (Music of fX'hushv) RCA 
ARLI-4()8H 

l:krtri)i)ic oihi Coinpiiwr Music Mt'lbouriK' 
SMLP4():^3 

St>f ARhL (Col PniicetoM Kkv ) 

l.dijarVarese Col MS-()14() 

Ldaar Van'Si' Col MS-()3()2 

Jounit'y fo thf CVnfrf of the t.arth AM SP My2\ 

I he Si\ Wives ofHenn.' VIII AM SP-4:-5()l 

iummi AM SP 'WOOl 
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Teacher References — 
Filmstrips, Films, Videotapes 

Filmstrips 

And All That Jazz Scott Lducdtional Division. Pu>ntici' Hall 

[he American Musical Theatre School St^rvict*?* AoRf- OiW 

An Audio Visual Histon^ of Jazz School Service's Af^RF HTf) 

Bach Transmognfied Young Pt>opk>"5» Concert Series. McGrdvv-Hill Rverson 
b Wli)'M-:i ' ^ ' 

The Ballad Tradition School Services 99RF OS ] 0 

Baroque Art and Music School Services WRF 04^)5 

Basic Elements of Music School Services AHVRF 022 

rhe Blues Educational Audio Visual 

/ he Conductor Educational Audio Visual 

Elements of Music ^ Rhythm School Services A7AK ()4()() 

ISth Centur\^ Art and Music School Services ')7Rf 0042 

/ hm' a Recording is Made Educational Audio Visual 

thnv to Make Electronic Music School Services 99RF 0157 

Impressionism m Art and Music School Services 97RF 0042 

Introduction to Musical Notation School Services AE VRF 022 

Learning About Music Educational Record Sales 

Learning roP/av the Bassoon Impenal Educational Resources. Inc 

Learning to Play the Cello Imperial Educational Resources, Inc 

Learning to Play the Clannet Imperial Educational Resources. Inc 

Learning to Play the Double Bass ImpenahEducational Resources. Inc 

Learning to Play the Flute Impenal Educational Resources. Inc 

Learning to Play the Guitar ^mperial Educational Resources. Inc 

Learning to Play the Oboe Irhpenal Educational Resources. Inc 

Learning to Play the Violm Impenal Educational Resources. Inc 

Listening to Jazz School Services WRF (YMV) 

Music and Culture School Services 97RF ()0:W 

Fhe National Folk Festival Silver Burdett 74 1^454 

The Ongms of Jazz Educational Audio Visual 

Pathways to Music ~ Jazj: Nick Rossi. Keyboard Publications 

Pathnavs to Music - Rock ^hck Rossi. Keyboard Publications 

Pop Music of the Twentieth Centur\^ Educational Audio Visual 
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Ktybert Starer • Composer SiIv^^t Burdolt 74 1 74-^12 
RiKk Sch(M)l Si'TVices ^)')HV ()()7V 

Rontanticism \n Art and Mubic School Services 91RF 02^)2 

The World of Popular Music — Rock Follell Publishers 4()();'i 

The World of Popular Music - Afro Follell Publishers 4608 

The World of Popular Music — Folk and Country' Follelt Publishers 4()2:"5 

The World (yf Popular Music Jn/y Follett Publishers 

Films and Videotapes 

Films listed below are available on a fiee loan basis through each school s 
PtMC representative from The Provincial Kducational Media Centre. 7351 
KImbndge Way. Richmond BC VbX iV8 

Videotapes are available for purchase from the Provincial Educational 
Media Centre through each district s PKMC liaison person 

Title PEMC code k -.nber 

SYSCHROMY Ll^hS HORIZOSTAL imiS 
VKRTICAL 

Three films from t'le National Film Board Film-Mu-3b3 

present Norm^vi Mcl^aren on a single reel \/idlH)-N A 

S\;t)chronK employ^> novel optical techniques to 

compose the piano rhythms of the sound track 

These are moved in multicolour onto the picture 

area of the screen so that, in effect, yc ^ee what 

vou hear Lities Hon/otual and Lines Vertical are 

experiments in pure design by film artists Norman 

McLaren and Fvelyn Lambart Lines, ruled directly 

on film move with precision and grace against a 

background of changing colours in response to 

music specially cc^mposed for the films Lines 

Vertical is accompanied by composer Maunce 

Blackburn on the electronic piano and Lines 

//on/oMfd/ bv Amenc an folk musician Pete Seeger 

on wind and stnny aistrumentb ] hi'se films can be 

best used lo coinpU»ment the Musu Composition 

Pn )gram 

PI S POIST PI RC VSSION DOTS LOOPS 

I hree films from thi* National F-iIrn Bcwjrd Filrr. Mu MA 

present N« )rman M< L*jri'n on a single reel In Video N A 

Pet) Poitu Pen ussion McLaren explains ho\.v he 

makes synthetic sound on film With cjn 

ov illos' ope !k firsr demonstrates what familiar 

M)Untl^ iM )k iiKe on ^he screen, next how sound 

shape's up on a film s sound track, and then uhcjt 



Title 



PEMC code number 



svnthi'hc sounds sound like whi»n dravv.i Iirccily 
on film This tcchniqut' is seen in Dots and Loops 
Those films can be best used to con plement the 
Music Composition Program 

DISCOVERING ELECTROMIC MUSIC 

In cin age of technology it is not surprising that Film-Mu ^bS 

music IS being strongly influenced by electronics VideoA/A-Hb 

This film shows us something of the physical basis 

of music cind how it can be created and altered by 

electrf)nic means We see the sound synthesiser 

and learn of its capacity to create, envelope and 

filler sounds We learn about computer-controlled 

music and watch a composition being created by 

Using a computer This film can be best used to 

complement the Music Composition Program 

NEW SOUNDS IN MUSIC 

FAarnines manv of the new expenments m music Film-Mu 366 

Includes examples of electronic music and Video VA-H? 

improvisation on recently invented instruments 

WHY MAN CREATES 

A senes of explorations. epis(xles and comments Film-SI- 107 

on creativity The sections are (a) an animated Video VA-8H 

history of the world thtftihuman race has built on 

ideas, (b) illustrations of how ideas can begin, (c) 

the young creator struggles to dominate matenal 

that resists, fights and develops a life of its own. (d) 

society makes its contribution, (e) the fate of an 

unaverage bouncing ball throws some light on the 

creator's place in the world, (f) a statement about 

the possible relationship between ideas and 

institutions, (g) a senous view of the patient process 

bv which scientists develop nevt- ideas, (h) the 

question of why human beings cieate is explored 

CANON 

In Its simplest form the canon is a musical " round" Film-Mu Abl 
in which each singer picks up the words and tune a Video N A 
beat or :,o after the preceding singer In this film 
NoriTian McLaren and Grant Munro demonstrate 
hr)u a canon works bv animation and live action 

BOLERO 

Ravel s Bolero performed bv the Los Angeles Filni Mu AFu 

Philharmonic with Zubin Mehta conducting The VicV»o N A 

film deals with musicians as pt»ople and with the 
complexities and subtleties of the composition The 



252 



f • • 



Title PEMC code number 

film provitli'^ t»xcdlt^nt examples of phrasing by 
somf of tht» loss familiar instruments of tho 
oic ' t itra. e y . English horn, soprano sax. tt'nor 
sax and bass olannet 



MUSIC IS Senes 

This stTii's Is intt'micci to introduce students to the concepts (;f music and <j 
wide vanetv' of music styles — )a//. pop. gospel, bluegrass. classical and 
(iregonan Chant The narrator of these programs is the music director ol the 
New Haven Symphony Orchestra A teacher* s guide is provided by PHMC 
when the complete senes is ordered Please see separate listings below for 
descnptions of the MUSIC IS programs 

Available on Video onlv. 

MUSIC IS 

Music IS the product of the deliberate Video-VA 7(> 

organi/ation of sounds 

MUSIC ISiOMPOSlJ) 

(%)mp<)sition is the pr(x:ess of organising sound Video VA <S2! 
tocommunuate musical ideas 

MUSIC IS(i)M)UCm) 

The (onductor is the leader of a performing Video VA SJi 

yroup i >f musK lans 

MUSIC IShOHM 

Form is the wav the p<)rts of music .ire organized Video VA SI 
t( > make w h( )le c( )mp< )siti( )ns 

MUSR^ ISHAHMONY 

Harmony, occurs when two or more ru^tes Video VA 7*) 

plaved t«H^i»ther lose their sep<)rateness 

MUSIC ISIMPHOVISIA) 

Improvisation is a performer s sp)!itaneous Video VA S4 

music til invention 

MUSli^ ISMILOUY 

Mi'loctv Is the product of ide.is e\pr*'ssed l>y the Video VA 7S 
sound of a series of tones 

MUSli^ ISHHYIHM 

Rhvthm is patterns of sounds and silences Video VA 77 

organized bv strono beats and weak beats 

MUSIC ISSTVLL 

The stUe of a piece of musie refers to the use of Video VA S') 
inusictil elements that are charactenstit of <i 
given < ulture historical pencRi or individual 
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T«tl« PEMC code number 

* 

MUSIC IS TONE COLOUR 

Tone colour is the kind of sound made by a Video- VA-8() 

voice, an instrument, a group of voices or a 
group of instruments 



DISCOVERING AMERICAN FOLK MUSIC 

The musical traditions of Afnca and the Bntish Isles Film-Mu-3b« 
have greatly influenced Amencan folk music The Video- VA-89 
film traces the transformations of ballads and lync 
songs after they reached America from Britain, and 
It shows the impact of the Afncan tradition in 
spintuals and the blues Finally, it demonstrates the 
interaction of European and African .radttions in 
such musical styles as present-day r Kk 

DISCOVERING AMERICAN INDI/iN MUSIC 

The American Indian has a rich ar i varied musical Film-Mu-369 
tradition !n this film, we see the sc ngs and dances Video- VA-9() 
of tnbes from vanous parts of the United States 
performed in authentic costumes V 'e learn of the 
S(Kial and ceremonial functions of {\ e music, and 
also find out something of how nativ.' people live today 

DISCOVERING COUNTRY AND 
WESTERN MUSIC 

Country and Western music has enjoyed an Film-Mu-37() 

explosive growth in popularity not only in the Video- VA-91 

United States but all over the world This film 

traces the development of Country and Western 

from Its beginnings in the folk music of the 

mountain people of the Soi'thern United States to 

lis virtual merging with popular music in the work 

of such singers as John Denver These changes are 

shown through the recollections and performances 

Qf five people, ranging from a 77-year-old 

Kentuckian who was a pioneer in radio and 

recording to a l(>year-old girl just starting her 

career The impact of mass media as well as 

increasing urbanization and industrialization are 

clearly reflected in the music 

DISCOVERING JAZZ 

The history of jazz is traced from its roots in Film-Mu-371 
l^th century Black Amenca The Black American Video- VA-92 
added rhythmic and melodic freedom to the 
harmony and structure of European music and 
conmbuted such techniques as note bending and 
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Title 



PEMC code number 



call cWKi rospoiiM' )cuz soon bocamc popular 
throughout t} Unitod States and its form 
proqri'ssi»d from Dixieland and blues through such 
stvli's as sviiny bop cool )azz. funky and free 
improvisation 

niSCOVt.HISG THE MUSIC OF AFRICA 

Manv people feel that Afncan music is pnmitive. Film-Mu 372 

but It has developed over many centunes. and. in Video-VA-93 

Its own vvav IS as corhplex as the music we hear in 

ronci'rt fialls M Robert Ayitee. a master drummer 

of ( )han(^. and several asscKiates demonstrate the 

bells rattles (Uid drums They descnbe how these 

rir*' useti tod<j\, in AfriCiJ both as musical 

jiistrurnents and m thi» case of drums, as means of 

1 oniinunk (Jtion 

/)/.S( Y)17 RI\G n 11. MUSIC OF 
lAllSAMim \^ 

I atin Arnenc.wis have built jheir music out of many Film-Mu-373 

traditH >ns In this colourful film these traditions are Video-VA-'^>?4 

tllustr<tted through song and dance and by the 

pl<»vingof dassictil. folk and pre Columbian 

instruTTh'iits IVV hear the darue rhvthms that have 

affi'cted popular musk througliout the world and a 

composition bK the famous Brazilian composer 

^Ml<» l,<.bos 

niS( '()Vl RI\G I HI MUSIC OF JAPAN 

Japaiu-sf music like Western music, has a long Film-Mu-374 

tr.uiitmn In a l^cautiful teahouse setting the three VideoA/A *^)r) 

in.iior .lap<uu'se instruments — the koto samisen 

cHul shakuhai h\ are shown Some historical 

brukyrf.und on tfie instruments is given, and the 

iva\.s th<it tfu'\. fit mtr) c urrent Japanese life is 

♦ xplaint'd I reuiitiotial JcipeUiese singing, dancing 

and a pt'rf< »rni(Uu e bv ari iTisemble of ihf ttiree 

iTwtiunu'uts complete tt e film 

/ ^/.S( V A 7 HIM ] llil Ml JSK ' OF IM )IA 

Indhui nujNii hcis (i ( ontmuous tradition that ( (in be Film Mu 
U.Ui'd \\Kk ttiri'i' or four thousewui ve<irs It is Video VA ^0 

fiigfilv, devrlMpt'd ,iru! fxtrenii'ly soptustic (ited In 
tfiis film thr iiwtrunK'nts of north and south India 
>U( h as thr Nit.n tluti' t(i[)la mndaiujiini <uui 
tamhour.i .iir [)iav»Hi 'Ihe M)ncfpt of r<iga and tala 
arr illuNtTar*"! I).u)c»' 'v<ith its tr.uiitioiuil itit of 
.hand .jr^tur*' and fa^ lal i'xprrssion is fXpLjincd 
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DISCOVERING THE MUSIC OF 
THE MIDDLE EAST 

In this film the similanties of much of the music of Film-Mu-37(^ 

the Middle East and Balkans are traced back to the Video-VA-^)7 

spread of Mohammedanism Such instruments as 

the oud, santur qanun, cimbalum and dumbek are 

introduced and played The concepts of highly 

ornamental melodic lines and asymmetncal 

rhythms are demonstrated Finally, dance is 

combined with the music m this bnlliantly 

performed film 

DISCOVERING RUSSIAN FOLK MUSIC 

In this film we are exposed to some of the elements r-ilm-Mu-377 

that make Russian folk music so beautiful and Video-VA-9H 

distinctive — the powerful choruses, plaintive 

songs, swirling dances aod magnificent costumes 

We find out about the traditional uses of music in 

Russian villages, cities and churches and how 

modern Russian music is influenced by these 

traditions 

DISCOVERING THE MUSIC OF 
THE MIDDLE AGES 

Music was a necessity to the people of the Middle Film-MU'378 

Ages This film shows the importance of music in Video-VHl-l5() 

church and castle, among clergy, nobles and 

peasants The viewer learns not only ?f the growth 

of polyphony but also of the dominance of the 

church in medieval life, and of social stratification 

as well as medieval instruments 

THE SYMPHONY SOUND 

The symphony orchestra is capable of expressing Film-Mu-379 

an infinite spectrum of ideas, sentiments and Video-N/A 
moods Mr Lewis conducts the Royal 
Philharmonic Orchestra in examples from many 
periods and composers 



rdittul niul (lc»si-iitHl hv IM!I\i SI'RVKTS Mini'stfr of Fducntion, 

Proviiirr of I', . C\ (H)8() ] 1980 01 



